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Titcomb's compositions and writings are the products of 
a life lived in New England, mainly in Amesbury and Boston~ 
Because the innovations that came about from the Oxford 
movement reached that part of this country first, Titcomb 
was one of the first church musicians to become involved 
with its innovations. 
Chapter 1 is devoted to a biographical account of his 
early life in Amesbury, and documents his work at the Church 
of the Messiah in Auburndale and Christ Church in Andover, 
where he took the two positions immediately after his high 
school graduation. Chapter 2 treats the fifty years that he 
worked at St. John the Evangelist, building up the choir and 
its repertoire to such an extent that other churches invited 
the group to give liturgical recitals. Chapter 3 discusses 
his teaching activities at the New England Conservatory, 
iv 
Boston University, the Wellesley Conference, and his work 
with the Schola Cantorum at the Church of St. John the 
Evangelist, all of which influenced many young musicians who 
brought their craft to churches throughout the United 
States. Chapters 4-6 are devoted to his choral, organ, and 
miscellaneous works: examples from unpublished manuscripts 
will be discussed; premiers are documented, and excerpts of 
correspondence from the composer are given concerning 
specific works. His compositional style will be discussed 
with assessments of individual works, and examples will be 
given from the different styles and genres to which he 
contributed. Chapter 7 discusses his writings, which deal 
specifically with the work of an organist and choirmaster in 
an Episcopal church. Titcomb's ideas concerning the musical 
life of a parish will be examined, including his thoughts on 
the performance of hymns, the choice of fitting music for 
the liturgy, and the accompaniment of Plainsong. 
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Preface 
Little research has been done on Everett Titcomb's 
contribution to the field of church music. The single study 
devoted to Titcomb is Bernard Eugene Smith's master's 
thesis, "Titcomb, Man and Musician" (1953) .1 Although Smith 
did interview Titcomb, he has little to say about Titcomb's 
early life or musical training. In addition. his study 
includes little biographical information, and in general, a 
limited amount of documentary material, since Smith relied 
almost exclusively on his interview with Titcomb. Smith 
almost never gives exact dates, such as when Titcomb taught 
courses on church music at Boston University and New England 
Conservatory, or when he was Dean of the Wellesley 
Conference, or when and where he held church positions 
before beginning his position at the Church of St. John the 
Evangelist. In his discussion of compositions by Titcomb, 
only the choral and organ works are cited, and no mention is 
made of the secular works. 
1 Bernard Eugene Smith, "Titcomb, Man and Musician." 
<Master's thesis, Union Seminary, New York, 1953), passim. 
Leonard Ellinwood's The History of Church Music (1953) 
gives a brief biographical sketch of Titcomb which is less 
-~han a page in length. The American Organist magazine and 
The Diapason, both journals mainly intended for church 
musicians, have occasionally made reference to Titcomb, but 
much of the information about him is erroneous. An article 
in The American Organist, for instance, relates much about 
him that is incorrect: the date that he began as organist 
at St. James Church in Amesbury is given as 1900, but his 
tenure there really started in 1899;2 he went to the Market 
Street Baptist Church later that year after St. James was 
destroyed by fire.3 The date that Titcomb came to the 
Church of St. John the Evangelist was given as 1911, while 
in fact the correct date is 1910, and the organ, though 
Listed as a Hook & Hastings, is actually a Hutchings.4 The 
American Organist magazine also printed an item called 
"Fifty Years Ago (1935)"5, stating that Titcomb celebrated 
his fiftieth anniversary at the Church of St. John the 
2 Parish and Vestry Meetings of St. James Protestant 
Episcopal Church of Amesbury, Massachusetts Book 1, dated 
January 20, 1899, pp. 370-371. 
3 N,ed Brown, "Cabbages and Kings," Newburyport Daily 
News, June 13, 1969, p. 6. 
4 "American Composer Sketch t51." no author. The 
American Organist, XXII/11 (1939), p. 374. 
5 "Fifty Years Ago," (1935), no author. The American 
Organist, XIX/1 (1985), p. 41. 
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Evangelist in 1935; but Titcomb was fifty-one years old in 
1935. The Amesbury town historian wrote a two-page 
biography on Titcomb,6 but the death date as well as names 
of churches where he worked are incorrectly cited. Many of 
these writings, most of which are very brief, were in print 
several years before his death, and give few specific dates. 
Thus there is a gap of twenty-nine years from 1939 to 1968, 
during which his work is little documented. Lastly, no 
complete catalogue of his work has ever been published. 
It is necessary to document Titcomb's life work while 
many of his friends and colleagues are still living. His 
work can be properly chronicled with the help of several 
interviews with former students, colleagues, and friends 
which can be corroborated. 
Everett Titcomb's importance to the musical life of 
the Episcopal Church began in the early years of this 
century and continues today, long after his death. He was 
an important figure in this country because he participated 
in achieving the musical goals of the Oxford Movement by 
introducing Plainsong and sixteenth-century polyphonic music 
into the Anglican service, where formerly a less elevated 
6 Willard Flanders, The Life of Everett Titcomb, ------------------manuscript on file at Amesbury Public Library, 
Massachusetts. 
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type of music had been the norm. He studied Plainsong with 
the monks at Solesmes, who brought out an edition of the 
Liber Usualis that had additional rhythmic signs for the 
chants devised to facilitate their rendition.7 Titcomb 
brought what he had learned in France to his parish of St. 
John the Evangelist in Boston, establishing there a 
repertoire of chant; his work as a teacher helped to spread 
the use of Plainsong in other parishes. 
This study presents new material which has been 
gathered from several interviews with family members, 
friends, colleagues, and students, and weighs it against 
information currently available about Titcomb in periodical 
articles and employment records. Chester Bonney's 
unpublished "Recollections on Everett Titcomb", Titcomb's 
own articles, and correspondence with choir members and 
friends have all been valuable resources. 
It is unfortunate that many scholars feel that American 
composers are less worthy of study than their European 
counterparts. And although Titcomb was a better composer 
than might have been thought, it is his work as a teacher 
and church musician that has left a lasting musical legacy 
in this country, and it deserves to be documented. 
7 Liber Usualis (Belgium: Desclee Co., 1895). The 
Solesmes edition is considered to be definitive by the Roman 
Catholic and Episcopal denominations, and the corruptions 
that had crept in over the centuries have been removed. 
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Chapter I 
Family History and Early Life 
It is useful to begin an examination of Titcomb's life 
with a brief profile of three ancestors followed by a 
discussion of his family background and training, and the 
beginnings of his career in Amesbury, Massachusetts. 
Eight generations before the birth of Everett Titcomb, 
his ancestor William Titcomb emigrated from Newbury, England 
in 1634 to Newbury, Massachusetts.1 Two of his great-
great-great grandsons, who helped buy organs for churches in 
that port city, made important contributions to the musical 
life of Newburyport's churches. 
Captain John Hancock Titcomb (1788-1854) purchased an 
organ in 1828 for the North Congregational Church Cnow 
Central Congregational) of Newburyport. He took out a 
mortgage to pay for the instrument, and the church committee 
1 Everett Titcomb, "Choirs And Church Music Through The 
Years," The Church Militant, LXIII/2 (1960), p. 7. 
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gradually paid off the loan.2 
Henry Titcomb C 1799-1837) , one of the original 
directors and i ncorporators of the Ocean Bank of 
Newburyport.3 was descended from William's second wife. 
Since he was well off, Henry Titcomb, along with two other 
investors, decided to back a local organ builder named 
Joseph Alley (1804-1880). The First Religious Society of 
Newburyport purchased an Alley organ in 1834. using the same 
system of repayment as the North Congregational Church. A 
portion of the Alley organ still serves the congregation 
today.4 
Howard Everett Titcomb (1884-1968). who dropped his 
first name early on in his career, was the son of the 
provisions dealer, George Howard Titcomb and Sarah Prime 
Titcomb, an amateur pianist. He was born in the family home 
at 85 Market Street, 
Massachusetts. 
Salisbury Mills, now Amesbury, 
Titcomb's actual date of birth is in dispute because 
the Town Hall records indicate that he was born on June 
2 Gilbert M. Titcomb. Descendants of William Titcomb of 
Newbury, Massachusetts 1635 CAnn Arbor: Edwards Brothers, 
Inc., 1969), pp. 109-110. 
3 Ibid., pp. 120-121. 
4 Barbara Owen, "Joseph Alley and Richard Pike Morss 
Early Organ Builders of Newburyport," The Tracker, XXXI/1 
(1987),p.32. 
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3,1884,5 but according to the recollections of his mother, 
it was June 30, 1884. Titcomb believed her version of the 
story,6 and always gave the latter date to those who 
interviewed him. Newspapers of that period did not carry 
news of births; the actual date was probably registered a 
month or so after Titcomb's birth by the local obstetrician, 
whose authority may not be beyond question. It is possible 
that June 30th is correct, the zero having been dropped from 
the date when it was transcribed into the Town Records. All 
of the subsequent official records and Titcomb's death 
certificate, however, agree with the June 3rd date on his 
birth certificate. 
Titcomb's earliest musical training came from his 
sister, Ruth, who was a student of Everett E. Truette 
(1861-1933), a prominent organ teacher in Boston.7 Titcomb 
evidently began lessons with her at an early age, as he 
recalled having been lifted to the piano bench when he was 
four years old to play for his neighbors.a When Titcomb was 
a little older, he was featured in several Town Hall 
5 Amesbury Town Hall birth records. 
6 Chester E. Bonney, Recollections Of Everett Titcomb, 
a privately circulating manuscript, p. 1. 
7 Smith, op. cit., p. 1. 
8 Robert Taylor, "Organists Honor Everett Titcomb," 
Sunday Herald, January 4, 1959. p. 24. 
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recitals in Amesbury under her tutelage.9 She maintained 
piano and voice studios in both Amesbury and Newburyport, 
and was well-known as a teacher, organist, and choir 
director in both communities. His other sister, Mabel 
Titcomb Quimby, was a professional violinist.10 It is 
likely that he wrote the now-lost 
unpublished early work, for her.11 
violin sonata, an 
Although his family belonged to the Universalist 
Church, young Titcomb was sent to sing in the Choir of men 
and boys at St. James' Episcopal Church in Amesbury,12 where 
his lifelong career began in Anglican music. In 1898, at 
the age of fourteen, he became the Sunday school organist on 
the 1892 Hutchings tracker-action organ, Op. 272: soon after 
that he became the organist for the regular services.13 
In 1899, St. James' Church burned along with many other 
buildings in what was known as the opera house fire.14 
Titcomb then became organist at the Market Street Baptist 
9 Amesbury Daily News, June 24, 1902, p. 3. 
10 Bonney op. cit., p. 1. 
11 From an interview with Frances Snow Drinker, 
dedicatee of the Hedding Suite, on March 19, 1988. 
12 Everett Titcomb, "Forty Years At St. John's," 
Cowley, XXI II /91 C 1950) , p. 71 • 
13 Robert Taylor, op• Cit• , p. 24. 
14 Amesburr Daill'.: News, March 20, 1899, ;eassim. 
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Church, which at the time housed the largest organ in 
Amesbury;15 the organ, built by a now-unknown organ builder 
was relocated within the same building in 1893.16 
In 1902, Titcomb graduated from Amesbury High School, 
and although he had written different songs and choruses for 
previous school productions, his first request for a 
composition came from the principal, Forrest Brown, who 
asked Titcomb to set the text "Under the Greenwood Tree'' for 
a class song.17 The summer after Titcomb's High School 
graduation, a visiting clergyman, upon hearing him play at 
the Market Street Baptist Church, offered him a full-time 
position as organist and choirmaster at the Episcopal 
Church of the Messiah in Auburndale, Massachusetts.18 He 
began playing for the Auburndale church in September of 
1902, renting an apartment in Boston's South End. 
Shortly after he took this position, Titcomb studied 
piano with T. P. Currier, a prominent Boston pianist who was 
a student of Edward MacDowell (1861-1908). Later, he went 
to J. B. Whalen, organist and choirmaster at Immaculate 
Conception Church in Boston's South End, to learn how to 
15 Ned Brown, "Cabbages And Kings," Newburyport News, 
June 13, 1969, p. 6. 
16 Amesbury Daily News, January 15, 1894. p. 1. 
17 Bonney, op. cit., p. 2. 
18 Taylor, op. cit., p. 24. 
6 
train a boy choir. He would often recall later in life the 
thrill of playing on the huge Hook & Hastings organ housed 
in that building. He also studied organ briefly with one of 
the founders of the American Guild of Organists, Samuel 
Brenton Whitney (1842-1914), at the Church of the Advent.19 
The spectacular architecture and "high church" liturgy at 
Advent was probably Titcomb's first exposure to Anglo-
Catholic practice, which must have impressed him greatly 
because he soon began introducing some of its features to 
his Auburndale parish. The parishioners however, who were 
accustomed to "low-church'' services, objected strenuously to 
some of the Catholic conventions that the choir began using, 
such as bowing to the altar and making the sign of the 
cross.20 
In the Episcopal church, there are basically two poles 
of worship. In a "high church", the liturgy as practiced, 
the complete Proper and Ordinary of the Mass are sung, and 
many practices of Roman Catholicism such as genuflecting, 
making the sign of the cross, confession, and use of incense 
during the service are used. A "low church" is one that 
usually eliminates incense, the Sanctus bell, and some of 
the music for the Propers. That makes the ceremony much 
19 Bonney, op. cit., p. 3. 
20 Ibid., p. 9. 
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more typically Protestant in character, as only anthems, 
hymns and canticles are sung. In addition, the Eucharist is 
the principal service every Sunday Cand many weekdays) in a 
high-church, while in a low-church the Eucharist may be 
celebrated as seldom as once a month, being replaced by a 
sung service of morning prayer on the other Sundays. For 
those reasons, Titcomb scorned Trinity as being "very low" 
in its liturgies.21 There are varying degrees in between, 
which depend on the theological emphasis of the particular 
parish. "Broad church" describes that category of 
liturgical non-doctrinarians that make up the majority of 
Episcopalians: and who do not identify with either "high" or 
"low" churchmansh ip, but incorporate elements of both 
practices, depending on the tastes of each individual 
parish. 
Like many church musicians today, Titcomb was forced to 
augment his meager earnings. He worked for a Waltham 
department store as a sheet music "demonstrator"22 until he 
became so popular as a piano teacher in Auburndale that the 
income from his piano studio enabled him to give up the 
store job which he so detested.23 
21 Ibid., p. S. 
22 Ibid., p. 3. 
23 Ibid., p. 3. 
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After a few months at his new position, Titcomb moved 
from his apartment in Boston"s South End to Auburndale, 
renting rooms from Isabella Parker, who was the mother of 
the composer and teacher Horatio Parker (1863-1919). This 
proved to be a very important connection, for Horatio Parker 
and Everett Titcomb became good friends. 
Parker, who was twenty years his senior and well-
established as a composer by the 1890's, made a most 
profound impression on Titcomb's creative life. Parker was 
one of many prominent musicians who had studied in Europe 
with Josef Rheinberger (1839-1901), a well known composer of 
organ music who counted Englebert Humperdinck and George 
Chadwick among his other important students. Parker held 
several prominent church positions in New York City from 
1886 to 1893, and a considerable number of his anthems and 
organ compositions were published during that period_. His 
compositions received many awards, and were much performed 
by major orchestras in his lifetime.24 
Titcomb, who was then beginning his own career as a 
composer, spoke of how his early contact with Parker helped 
him later in life when he was Dean of the Wellesley 
Conference.25 He recalled one visit in particular, when 
24 William Kearns, "Horatio Parker," The New Grove 
Dictionary of American Music, Vol.III <London: Macmillan 
Press Limited, 1986), pp. 475-479. 
25 Taylor, op. cit., p. 24. 
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Parker brought his newly-published organ concerto cop. 55) 
to the Auburndale church, so that they could play over the 
parts together.26 
Titcomb spent a productive five years at Auburndale 
establishing a boy choir soon after he became music 
director. He would often bring the boys to Sunday afternoon 
and evening Vesper services at St. Paul's Cathedral, the 
Church of the Advent, and Emmanuel Church, all in Boston, so 
that they would become acquainted with excellent music. 
According to Chester Bonney, who was a former choir boy, the 
boys in the Church of the Messiah choir were envied by other 
children because Titcomb spent his spare time on weekends 
taking them on special outings, as a result the choir grew 
steadily.27 
One of the first excursions that his choir made was a 
trip to sing at St.James Church in Amesbury in 1904, in the 
new church building.28 Titcomb's "high church" practices 
met with much success when his boys sang in other parishes. 
Titcomb's own religious convictions became so deep during 
his Auburndale years that he was confirmed as an 
Episcopalian on February 2, 1904 at the Church of the 
26 Bonney, op.cit., p. 3. 
27 David Dillon, "Mission Church Of St. John The 
Evangelist 1883-1983", typescript, p. 14. 
28 Bonney, op. cit., p. 8. 
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Messiah.29 
During his tenure at the Auburndale church, he 
published his first composition, a "Te Deum'' for The Parish 
Choir. Although no date is given for this work, Chester 
Bonney's diary suggests 1906 or 1907. He also wrote an 
unpublished "Magnificat" during that period.30 
Although Titcomb scorned Christ Church in Andover as 
having services " ••• lower even than those at Trinity Church 
in Boston",31 he became organist and choirmaster there in 
the Fall of 1909.32 While working for the Andover church, 
he rented rooms near the Church of St. John the Evangelist 
at 105 Pinckney Street. He quickly made the acquaintance of 
the Cowley Fathers, and played some of the weekday services 
during the Lenten season of 1910. When the position of 
organist and choirmaster at St. John the Evangelist fell 
vacant, the Cowley Fathers offered the appointment to 
Titcomb, who accepted it immediately. Even though his 
friends could see no future for him there, Titcomb knew that 
the atmosphere would be perfect for the kind of music 
program that he wanted to administer.33 He wrote: 
29 Church of the Messiah, Auburndale, Massachusetts 
parish rolls. 
30 Bonney, op. Cit • , p. 8. 
31 Ibid., P• 12. 
32 Brown, op. Cit • , p. 6. 
33 Bonney, op. cit., p. 14. 
1 1 
Musically it was not a step in advance, for the 
choir and music here had been greatly 
neglected; but there was something else, the 
atmosphere of Catholic worship, and the real 
presence of Almighty God. I knew that these 
were the essentials, and felt that given time 
enough and the opportunity, I could build up an 
efficient choir and render music which was 
beautiful and of artistic merit ••• without 
sacrificing that quality of devotion and 
worship.34 
Titcomb was to make the Church of St. John the 
Evangelist the leader in the United States in the revival of 
Plainchant. As the editor of Music magazine wrote: 
••• Dr. Everett Titcomb, one of the most 
significant figures in American church 
music ••• choir of the Church of St. John the 
Evangelist had grown from obscurity to a 
position of considerable influence, and as its 
work came to be more widely known, many music 
students and young organists and choirmasters 
associated themselves with the choir and sang 
at special services.35 
Not only did Titcomb cultivate Plainchant at his own 
church, but succeeded in making it a part of the liturgy in 
several other parishes as well through his efforts as a 
teacher. The next chapter will document Titcomb's effort to 
embody the ideals of the Oxford Movement at the Church of 
St. John the Evangelist, reintroducing Gregorian Chant and 
sacred Renaissance polyphony. 
34 Robert Cheney Smith, The Shrine on Bowdoin Street: 
1883-1958 (Boston: Cowley Father"s Anniversary Issue, 1958), 
p. 45. 
35 Ray Berry, "Schola Cantor-um 
XXXIII/4 (1950), p. 134. 
at Work," Music, 
Chapter II 
Titcomb's Years at the Church of St. John the Evangelist 
1910-1960 
The Oxford or Tractarian movement, named for the famous 
British university where it was initiated, was an attempt by 
Anglican clergymen to revive Catholic doctrine and 
practices. The three clergymen who were active in its 
organization were John Henry Newman, John Keble and Richard 
Hurrell Froude. Most commentators trace the origin of the 
flourishing of the movement to the sermon National Apostasy, 
which Froude delivered on July 14, 1833. 
Newman, Keble and Froude believed that the Church was 
in need of a spiritual and theological renewal, and many of 
the tenets of that renewal were cited in a series of brief 
pamphlets called Tracts for the Times written by Newman. 
The term Tractarian came to be used at the time as a 
derogatory expression by those who held to more Protestant 
13 
persuasions.! 
Newman, a natural leader, used the pulpit at St. Mary's 
Church in Oxford to attract many people to the Movement's 
ideals through a series of sermons, Parochial and Plain 
Sermons (1834-1842), which spoke of the Movement's ideals as 
being unworldliness, a quest for holiness, and asceticism.2 
The reinstatement of religious orders was a result of 
the Oxford Movement. The first was founded in 1866 by 
Richard Meux Benson, the Vicar of Cowley (near Oxford), who 
named it the Society of St. John the Evangelist. The 
Cowley Fathers, as its members were called, were ritualists 
who turned to the Roman Catholic liturgy for a prototype on 
which to pattern their services. They felt that the liturgy 
was celebrated as a continuing drama, with the feast of 
Easter being the climax of the liturgical year.3 
As the Church of the Advent in Boston represented the 
ideals of the Oxford Movement in this country,4 its Vestry 
invited Fr. Benson to join the staff in 1869. Fr. Benson 
had previously maintained the order that he founded by 
1 T. S. Bokenkotter, "Oxford Movement," New Catholic 
Encyclopedia, Vol. X. <Washington, D. C: Catholic University 
of America 1967), pp. 844-845. 
2 Ibid., p. 845. 
3 Ibid., pp. 7-8. 
4 David Dillon, The Mission Church of St. John the 
Evangelist 1883-1983, typescript, pp. 4 and 6. 
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teaching its members a life of prayer and self-discipline. 
When he arrived in Boston on November 1870, the Episcopal 
Diocese would not allow him to preach from the pulpit of the 
Church of the Advent. He did use the pulpit of King"s 
Chapel, which had seceded from the Episcopal Church in the 
early eigthteen-hundreds.5 
In 1883, the Church of the Advent moved to its present 
location; the Society of St. John the Evangelist bought 
their former premises, enabling the Cowley Fathers to become 
established in the city of Boston.6 
Canon Charles Winfred Douglas (1867-1944), who had 
studied at Solesmes from 1903 to 1906, endeavored to 
incorporate the musical ideals of the Oxford Movement into 
the Anglican liturgy in the United States. In addition to 
serving as President of the American Plainsong Society and 
remaining an active member of the Joint Commission on Church 
Music of the Protestant Episcopal Church for much of his 
career, he edited The Plainsong Psalter and the Saint 
Dunstan"s Kyrial. As a member of the Hymnal Commission, he 
was responsible for the inclusion of Plainsong in The Hymnal 
1940.7 
5 Ibid., pp. 3-5. 
6 Ibid., p. 7. 
7 Leonard Ellinwood, The History of American Church 
Music CNew York: Morehouse-Gorham Co., 1953), p. 160. 
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Everett Titcomb, who began working in Boston for the 
Society of St. John the Evangelist in 1910, felt that he, 
too, was instrumental in bringing a part of the Oxford 
Movement's ideals into this country, by introducing 
Gregorian Chant, he wrote: 
••• a number of Tenebrae Responsoria by 
sixteenth century composers have been done here 
for the first time in America.a 
Titcomb began his fifty-year tenure as organist and 
choirmaster at the Church of St. John the Evangelist at the 
High Mass within the Octave of All Saints Day, November 6, 
1910. At that time, few of the Boston area churches were 
regularly using Plainsong. The service music at the Church 
of St. John the Evangelist was of a poor quality when 
Titcomb began his duties: 
The congregation sang not only the hymns 
<from Hymns Ancient and Modern) but also a 
setting of the Ordinary of the Mass of unknown 
source contained in a manuscript book of which 
only one copy was in existence. This I have 
preserved as a curiosity. It is the best 
example of what the music of the Mass should 
NOT be that I have ever encountered. When I 
made its acquaintance, it had already been sung 
every Sunday for many years. No one seemed to 
know who wrote it or where it came from or when 
it was first sung here, but the congregation 
knew it by heart ••• 9 
8 Everett Titcomb, "Twenty-Five Years at St. John's," 
Cowley, IX/34 C 1936), p. 64. 
9 Everett Titcomb, Recollections <Boston: 1951, revised 
in 1955), an unpublished manuscript at the Monastery of St. 
John the Evangelist, Cambridge, Massachusetts, p. 13. 
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This was the status of the 9:30 Mass: a 
congregational Missa Cantata <sung mass), with familiar 
hymn-tunes from Hymns Ancient and Modern sung at the 
Processional, Gradual, Offertory, Communion; no choir was 
present for this service. 
On festival days, there was a solemn procession before 
the High Mass; Plainsong was limited to what Titcomb called 
" ••• a strange perversion of the "Kyrie de Angelis".10 The 
rest of the Ordinary of the Mass was generally sung to the 
"Communion Service in E flat", by George Woodward 0848-
1934) • Although Titcomb did not find the "Communion 
Service" to his liking, Woodward's Service and a Mass by 
Merbecke (1523-1585) were the only two settings known by his 
congregation. 
The evening service consisted of an Evensong with a 
solemn procession. Psalms were sung to Gregorian tones, 
while the Magnificat was sung to the "Tonus Regius", a 
seldom used variant of the regular psalm-tones, and is no 
longer considered authentic. Titcomb wrote: 
••• What I remember most vividly of that day is 
my anxiety lest I come in at the wrong time, or 
slip up on the psalms ••• ! had come straight 
from playing at the lowest of 'low-
church 'services ••• 11 
10 Ibid., p. 16. 
11 Everett Titcomb, "Twenty-five Years at St. John"s," 
Cowley, IX/34 (1936), p. 71. 
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The organ at St. John the Evangelist was a two-manual, 
32 register Hutchings, Op. 210, built in 1890. Titcomb 
disliked tracker-action, and was pleased when the organ was 
electrified.12 When an organ is electrified, the console 
and all of the trackers are removed, a new console is 
installed, and the action is relayed from the keydesk by an 
electic current, which replaces the mechanical system of 
trackers. He described the organ as: 
••• a lumbering old instrument with rattling, 
heavy, tracker action, notes forever sticking 
and a pedal key board upon which it was 
necessary to jump to make the notes sound. 
Wheezy bellows, pumped by a water motor which 
sometimes froze up in winter, and at all times 
was likely to start up with a rush and would 
thump and bang as if the roof had fallen in.13 
Although the choral library had copies of various Anglican 
communion services, they lacked a Benedictus or an Agnus 
Dei, both of which were expected to be sung in the "high 
church" tradition. Of the remaining contents of the 
library Titcomb wrote: 
••• There were a few dilapidated copies of Hymns 
Ancient and Modern, and Helmore's Psalter,--
about the worst Psalter ever published ••• 14 
12 From an interview with Sally Slade Warner, Titcomb's 
former assistant at St. John's, on December 23, 1985. 
13 Chester Bonney, Recollections of Everett Titcomb, a 
privately circulating Manuscript, p. 15. 
14 Everett Titcomb, "Twenty-Five Years at St. John's," 
Cowley, IX/34 (1936), p. 65. 
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Titcomb was justified in his condemnation of Helmore, who 
adapted the notation of Plainchant so that congregations 
could easily sing the melodies. As Erik Routley has noted: 
••• Without doubt Helmore thought of Plainsong 
as grave and solemn: he noted it in minims 
(half-notes) ••• Helmore ••• had problems. One of 
these was distinguishing true Plainsong from 
other music written down in the same kind of 
notation ••• when it is compared with the version 
now familiar in all hymnals, which was taken 
from exactly the same original, Cone can see> 
how far wide of the mark he CHelmore) could 
go .15 
The choir in 1910 " ••• was composed of about a dozen 
boys with nondescript voices and five men ••• "16 The boys 
had voices that were so weak that Titcomb decided to augment 
them with women, who were placed behind a screen next to the 
organ console, placed at the front of the church.17 
The Holy Week observances in 1911 were very simple 
compared to what they became in later years, using an 
abridged version of the "Reproaches" by John B. Dykes (1823-
1876) every evening but Maundy Thursday and Good Friday, 
which had no music. The Paschal candle was blessed on Holy 
Saturday morning with no great ceremony while the Evensong 
15 Erik Routley, A Short History of English Church 
Music (London & Oxford: Mowbrays, 1977), p. 80. 
16 Dillon, op.cit., p. 15. 
17 Everett Titcomb, "Forty Years 
Cowley, XXIII/91 (1950), p. 77. 
at St. John's," 
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that followed was done with a very small choir.18 Holy Week 
and Easter are the most important liturgies of the Church 
Year: the music for those services is important because it 
must be integrated with the solemnity of the Passion and joy 
of the Resurrection. In later years, Titcomb planned music 
that lent more significance to the services, which 
contributed to a more meaningful ceremony for the 
communicants of the Church of St. John the Evangelist. 
In 1911, four months after Titcomb's arrival, Father 
Henry Power Bull was sent from Cowley, England to be the new 
Superior at St. John the Evangelist. Fr. Bull was an 
advocate of Plainchant, and immediately sent to England for 
copies of "The Ordinary of the Mass" by Palmer, a 
publication of the Plainsong & Mediaeval Music Society: he 
required Titcomb to introduce exclusive use of Plainsong as 
soon as it could be learned by the choir.19 
Although Fr. Bull was a scholar and could sing the 
chants well himself, he had no understanding of the problems 
involved in teaching them to a choir and congregation; 
however, he would often come to rehearsals to show the choir 
how the chants were supposed to be sung. Those sessions 
18 Everett Titcomb, Recollections <Boston: 1951, 
revised in 1955), an unpublished manuscript at the Monastery 
of St. John the Evangelist, Cambridge, Massachusetts, p. 25. 
19 Bonney, op. cit., p. 16. 
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gave Titcomb, whose knowledge of Plainchant was at that time 
superficial, his first real idea of how the melodies should 
flow in free rhythmic style. Although the nature of chant 
performance in the Middle Ages is still disputed, the 
practice in 1911 was to treat all of the notes as if they 
had the same basic value.20 The monks at the Abbey of 
Solesmes, France under the leadership of Dom Moquereau 
(1849-1930) have devised a system, grouping notes in 
rhythmic units of two and three which are flexibly combined 
into larger units. The scholarly editions of Gregorian 
Chant that the Solesmes monks issued were authorized by the 
Roman Catholic Church for use during its liturgies.21 
After a few sessions with Father Bull, Titcomb was able 
to teach his choir the art of singing Plainchant.22 He 
first taught the choir the chant melodies to the Introits 
from the Graduale Romanum, which they sang for several years 
before learning other parts of the Proper.23 
As his interest in early music became more intense, 
20 We do not know how chant was performed in the 
Middle Ages. It is multimetric with no recurring accent; 
although the Solesmes monks have worked out an efficient 
method of singing chant, we really cannot know exactly how 
it was done. 
21 Donald J. Grout, A History of Western Music (New 
York: W.W. Norton & Co., Inc. 1973), p. 62. 
22 op. cit., pp. 66-&7. 
23 Ibid., p. 18. 
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Titcomb decided to visit several monastic establishments in 
England, Switzerland, and France to observe their methods of 
rendering Plainsong.24 
The first few months were not easy, as both the choir 
and congregation resisted the chants because they were 
unlike anything that they were accustomed to in the hymnal. 
The chants seemed strange to most people because of their 
unfamiliar notation, their monophonic rendering, and their 
modality. Fr. Bull, however, pleaded in an open letter of 
May, 1911 that the congregation try to be patient with this 
music to which they were unaccustomed:25 
I share to the full, ever since I learned in 
our Community Church at Cowley the true way to 
sing Plainsong music, the dislike and dread 
that many feel when they hear Gregorian music 
spoken of. It has been a synonym for harshness 
and crudeness of method and expression. But 
this is no true description of such music ••• The 
singing of Plainsong is an art, and needs study 
and.much practice. Our organist is giving 
himself with real zeal and ability to the study 
of this music and the training of the choir. I 
hope he and they may be able to feel your whole 
hearted support and sympathy ••• ! hope that 
those who have been accustomed to other forms 
of church music will yet appreciate the appeal 
which true Plainsong has to make. It seems 
wholly suited to the worship of a religious 
24 Herbert Kenney, "Noted Composer of Church Music H. 
Everett Titcomb, Director of Choir of St. John, is 
Internationally Known," Boston Post, January 20, 1947, p. 
12. 
25 Rev. Robert 
Street 1883-1958. 
Issue 1958), p. 47. 
Cheney Smith, The Shrine on Bowdoin -------------(Boston: Cowley Father"s Anniversary 
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society, and if in this city, we may set forth 
a true rendering of it in St. John's church, we 
may be doing a service of real value to true 
religion.26 
There were also widely used adaptations of Plainchant both 
in this country and England, such as the aforementioned 
Psalter by Thomas Helmore and Cutler"s Trinity Psalter. 
Besides teaching the choir Gregorian Chant, Titcomb 
decided to attempt certain large choral works, a practice 
which ultimately attracted large congregations. 
Occasionally, the choir would sing a polyphonic setting of a 
portion of the Mass, the first such setting was one of 
Titcomb's own compositions, "Mass in Honor of St. John the 
Evangelist", written for unaccompanied male voices.27 
Titcomb's interest in sixteenth-century polyphonic 
music led him to the Boston Public Library"s Brown 
Collection. According to Chester Bonney, he copied by hand 
several simple settings of motets with liturgical texts by 
early composers so that he could slowly augment the 
repertoire for his singers.28 The only known arrangement of 
Titcomb's that exists is that of Phillip Nicolai's melody, 
26 Everett Titcomb, Recollections (Boston: 1951, 
revised in 1955), an unpublished manuscript at the Monastery 
of St. John the Evangelist, Cambridge, Massachusetts, pp. 
23-24. 
27 Ibid., pp. 18-19. 
28 Bonney, op. cit., p. 26. 
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Now Let Heaven and Earth, (1964) for two-part chorus and 
organ. 
In 1916, the Church of St. John the Evangelist 
received a new Superior, Fr. Powell; he was not the 
Plainchant enthusiast that Father Bull, the previous rector, 
had been, but it was Father Powell's idea to introduce the 
Office of the Tenebrae on Wednesday, Thursday and Friday of 
Holy Week. Copies of the Sarum Tenebrae were procured from 
England, so that verses of the psalms, as well as the 
Benedictus Christus Factus Est, the Miserere, and the 
canticles could be sung as the liturgy demands.29 The organ 
was silent after the singing of the Gloria on Holy Thursday 
until Holy Saturday.30 Today, it has become a custom to 
extinguish the candles even though the service is held in 
the evening. 
The Holy Saturday rite later included the singing of 
the Exultet and the blessing of the Paschal candle. The 
service was later moved to Saturday morning, with the full 
choir in attendance, and shortly after that the complete 
29 Everett Titcomb, Recollections <Boston: 1951, 
revised in 1955), an unpublished manuscript at the Monastery 
of St. John the Evangelist, Cambridge, Massachusetts, p. 21. 
30 The Office of the Tenebrae Clit., darkness] is so 
called because originally, the service began before dawn; 
the candles were gradually extinguished after the singing of 
each psalm as the approaching daylight made the candlelight 
unneccessary. 
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rites were sung at all of the Holy Week services.31 
At the Church of St. John the Evangelist, both the 
clergy and Titcomb agreed upon establishing as many as 
possible of the rites that were favored by the founders of 
the Oxford Movement. The practice of singing the Asperges 
was initiated on Sundays, along with the restoration of the 
Gloria in Excelsis to its ancient place in the Mass after 
the Kyrie. The Dismissal was sung by the Deacon, and the 
Pax had also been restored.32 Despite all of this, Father 
Powell insisted that the music for the regular services be 
kept basically congregational, which was a disappointment to 
Titcomb, who refused, however, to use translated Roman 
Masses, as other Anglican church musicians had done.33 
Titcomb developed interests outside of the sacred 
sphere; during the decade between 1910 and 1920, he 
befriended the well-known singer Grace Johnson Leslie (1889-
1979) • Born in Grafton, Massachusetts, she moved to 
Amesbury during her sophomore year in high school and 
graduated from Amesbury High School in 1907.34 Titcomb 
discovered her talent when he returned to Amesbury to 
31 Ibid., pp. 28-29. 
32 Ibid., p. 20-21. 
33 Ibid., p. 20. 
34 From an interview with Willard Flanders, Amesbury 
Town Historian, on January 6, 1989. 
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conduct a festival service at his parish church of St. 
James, where Leslie, then fourteen years old, was a singer 
in the St. James choir. On recognizing the operatic quality 
of her voice, he encouraged her to receive professional 
vocal instruction.35 Leslie made her Town Hall debut in New 
York City in 1924, later becoming the leading mezzo-soprano 
of the National Opera Company.36 At the same time, Titcomb 
became avidly interested in opera; according to Chester 
Bonney he frequented the Boston Theater which often 
featured visiting opera companies, and attended Symphony 
Hall every Sunday afternoon to hear well-known singers of 
that period.37 
Many critics had favorable things to say about Grace 
Leslie's voice and technical ability. One review which 
appeared in The New York Times stated that she: 
••• has a voice of great purity and power, used 
with intelligence--a voice of natural beauty, 
capable of great tenderness in the low range 
and free from shrillness above.38 
Titcomb, who was a proficient pianist, became Leslie's 
accompanist, and played for her recital debut at Steinert 
35 Robert David Wiegand, "Di versions" Amesbury News 
Week of Apr i 1 18, 1979, p • 15 B. 
36 Grace Leslie, biographical data, a press release for 
publicity purposes, dated 1959. p. 1. 
37 Bonney op. cit • , p. 13. 
38 Grace Leslie press release. p. 1. 
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Hall in Boston and for many of her concerts at Jordan Hall 
at New England Conservatory. He dedicated several songs to 
her,39 which they performed together at the Mac Dowell Club, 
the Copley Society, and the Boston Art Association in 
Boston, and at "private musicals".40 
In the Spring of 1922, Titcomb embarked on his second 
trip to England to hear choirs in prestigious churches, such 
as St. Paul's Cathedral, London: St. Bartholomew"s, 
Brighton: St. Mark's, Chelsea, and Coventry Cathedral. 
According to Bonney, Titcomb felt that the quality of many 
of these groups was not the highest.41 
In 1924, St. John the Evangelist's new Superior, Father 
Spence Burton, was appointed, who immediately recognized the 
talents of his music director, to whom he gave complete 





I shall never forget his kindness and complete 
understanding of the situation, nor my joy at 
the realization that at last I could at least 
make a beginning towards realizing my dreams. 
There are no people of wealth in the 
congregation here and so very little money 
could be spent, but I was to be allowed the 
freedom of building up what I could within the 
Ned Brown, "Cabbages and Kings," Newburyport News, 
1969, p. 4. 
Ibid., p. 4. 
Bonney, op. cit., p. 23. 
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proper limits.42 
The first thing that Titcomb did was to dismiss the 
boys, whose number had diminished because of demographic 
shifts. Titcomb wrote: 
••• The boys who formed the choir when I came 
here lived nearby, but as the locality changed 
fewer could be found so after a long effort to 
retain them, we moved the organ and the choir 
to the West gallery and admitted women to the 
choir.43 
The third of his series of trips abroad was made in 
1928, when he travelled to Paris, Chartres, and finally 
Solesmes, where he met with Dom Moquereau <1849-1930) one of 
the world's authorities on Plainchant.Chester Bonney wrote 
of Titcomb's visit: 
••• He was much impressed with what he heard at 
Solesmes but at the same time it only 
confirmed ••• his opinion that plainsong need 
not be quite so lacking in dynamics ••• In the 
traditional manner of singing the chant 
<especially to English words) the effect tends 
toward monotony in his opinion ••• 44 
The subject of Gregorian Chant performance practices is 
under dispute, and there are two schools of thought 
regarding its execution, Howard Mayer Brown cites: 
42 Everett Titcomb, "Twenty-Five Years at St. John's," 
Cowley, IX/34 (1936), P• 70. 
43 Everett Titcomb, "Choirs and Church Music through 
the Years," The Church Militant, LXIII/2 February <1960), p. 
7. 
44 Ibid., p. 28. 
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••• •equalism', according to which the notes of 
the chant were of equal value and without 
metre, and •mensuralism', according to which 
the notes had different values and were 
organized according to a measured rhythmic 
pattern system. The foremost equalist was 
Pothier, a Benedictine monk of Solesmes ••• the 
notes were by and large equal and relied for 
their rhythmic organization on the accents of 
the non-metrical Latin texts and their grouping 
into neumes. The result was a sort of 
declamation. His pupil Moquereau ••• called for 
the organization of precisely equal notes into 
an irregular succession of two- and three-note 
groups, according to an ingenious set of rules 
that have very little historical 
justification.45 
The horizontal episema C-), which is found in modern 
chant books, was used in Medieval times, and both schools 
are in agreement that it indicates a lengthening of notes. 
The Solesmes monks feel that the lengthening is slight, and 
according to Hoppin: 
••• For the Solesmes monks, these signs merely 
imply nuances of performance within an 
essentially even flow ••• Undeniably, the subtle 
refinements and elegant singing of the Solesrnes 
monks result in performance of great beauty.46 
Hoppin goes on to warn: 
Liturgical function as the determining factor 
of melodic style does not preclude 
'expressiveness' in Gregorian Chant.47 
45 Howard Mayer Brown, "Performing Pr act ice" The New 
Grove Dictionary of Music and Musicians, Vol. XIV (London: 
Macmillan Publishers Limited, 1980), p. 372. 
46 Richard Hoppin, Medieval Music <New York: w. w. 
Norton and Co., 1978), pp. 89-90. 
47 Hoppin, op. cit., p. 91. 
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Titcomb was influenced by the interpretation that he 
heard at Solesmes, and immediately began working with his 
own choir at St. John the Evangelist to achieve the same 
effect.48 Eleven years later The Diapason recognized his 
endeavors: 
••• Mr. Titcomb has been for the last twenty-
eight years musical director at the Church of 
St. John the Evangelist ••• Here he has labored 
quietly, but none the less effectively, being 
occupied chiefly with the study of liturgical 
music and in developing an efficient volunteer 
choir that has won fame by its renditions of 
plainchant and sixteenth century polyphonic 
works.49 
The church interior was totally redesigned in 1930 by 
the well-known Boston architect, Ralph Adams Cram, and since 
the boy choir had been disbanded, Titcomb found it expedient 
to have the organ moved to the back gallery. The Rector 
hired the Hook & Hastings firm to electrify it after the 
church renovation was complete.50 
With the removal of the organ to the back gallery, 
women were finally openly admitted into the choir;51 since 
it soon increased to over thirty voices, Titcomb was able to 
enlarge the repertoire of motets. Since he rarely had an 
48 Ibid • , p • 28. 
49 The Diapason, XXIX/11 November 1 (1939), p. 27. 
50 E. A. Boadway, Boston Organ Club Newsletter XVI/2, 
Whole No.127, (1980), p. 21. 
51 Ibid., p. 26. 
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exceptional voice in his all-volunteer choir, he had to be 
selective in the music that he chose; thus, he continued to 
copy by hand compositions by sixteenth-century composers at 
the Boston Public Library, and to make his own adaptations 
for planographing. 
Titcomb expanded the music program to encompass other 
periods and genres of music, and 
the more important feasts of 
hired instrumentalists for 
the church year. It is 
significant that even though he preferred to have early 
music performed at St. John the Evangelist, he did not 
narrowly restrict the music program to suit his own tastes, 
but understood that other styles of music were equally 
acceptable for the liturgies. A classical guitarist was 
brought in to accompany the Italian carol, "Tu scend i dal le 
stelle" one Christmas, and he went as far as having Spanish 
carols accompanied by castanets, finger cymbals and 
tambourines. Elizabeth Allen, who was a local harpist, 
often played for services; Titcomb wrote harp accompaniments 
to the Psalms, which he felt were better than organ 
arrangements. In 1948, a performance of the "Christmas 
Concerto", Opus 6, No.8 by Arcangelo Corelli (1653-1713) was 
given at the church.52 
In 1933, the Society of St. John the Evangelist 
52 Ibid • , pp • 10-11 • 
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acquired the new English Hymnal, which had better versions 
of Plainchant, and also contained the sequence hymns for 
festival Sundays and saints' days. Titcomb wanted to 
introduce chants to his congregation, and found the purchase 
necessary because Hymns Ancient and Modern did not contain 
the Solesmes versions.53 
In the Summer of 1936, Titcomb went to London's Annual 
Choir Festival to hear his motet "I Will Not Leave You 
Comfortless". After the Festival he travelled exclusively 
in the British Isles, visiting Liverpool, Edinburgh, Durham, 
York, London, Canterbury, Oxford, Cowley, Chester, and 
Wales, returning to Boston after a few weeks.54 He had kept 
a diary containing details of each of the trips that he 
made, unfortunately because of the many moves that he made 
during his lifetime none of the diaries have survived.55 
In 1937, Titcomb purchased a small summer cottage at 
Hedding, located in Epping, New Hampshire. Hedding was his 
summer retreat, and according to those who knew him well, it 
was the source of inspiration for his compositional 
activity. It is owned today by James Lees, a former Titcomb 
choir member. 
53 Ibid., p. 24. 
54 Ibid., p. 25. 
55 Ibid., p. 19. 
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A Pontifical Mass was a rare occasion at the Church of 
St. John the Evangelist. The Proper text CLo, a Great 
Prelate) had been sung only once for the Solemn Reception of 
a Bishop, in 1939, when Father Burton, formerly Rector at 
St. John the Evangelist, returned to celebrate a High Mass 
there. The Mass took place on the same evening that he was 
consecrated Bishop of Haiti at Boston"s Trinity Church.56 
Father Granville M. Williams, who had been an assistant, 
became the new Superior, and since he was pleased with 
Titcomb's work, he allowed him to continue to have absolute 
control over the music program.57 
Titcomb was well-known in Boston as an excellent 
improviser, and George Faxon, Theodore Marier, Sally Slade 
Warner, and Max Miller, all of whom were organists who heard 
his service playing, reported that improvising was an 
integral part of his style. He would take a chant theme 
from the Proper of the Mass, and improvise on it during 
appropriate times in the service, and because Titcomb 
possessed this skill, he rarely played organ voluntaries.Sa 
Max Miller related in an address: 
Dr. Titcomb made no claims to fame as an 
56 Ibid., pp. 21-22. 
57 Ibid., p. 29. 
58 Susan Armstrong, ''The Legacy of Everett Titcomb," 
Tracker, XXXI/1 (1987), p. 27. 
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organist, although at one time he had taught 
organ, as he said, 'I gave that up years ago, I 
just play for the services now.' But that 'I 
just play enough for the Services now' was 
indeed a model of what good Service playing 
ought to be: his improvisations were so very 
much in the style of his written compositions 
and exactly suited to the liturgical function 
and the total spirit of the liturgy being 
celebrated. Who will forget his accompaniments 
to the singing of Psalms, his bridges during 
the service, his splendid hymn playing?59 
Titcomb was offered several other better-salaried 
positions, but he always refused them because he knew that 
his situation at the Church of St. John the Evangelist was 
unusual in that the clergy allowed him complete control over 
the music program.60 Most rectors would not allow a 
musician, however competent, to have the kind of authority 
that Titcomb enjoyed, and he consoled a fellow musician: 
••• after learning the circumstances it seems 
likely that you are taking the wisest course, 
and even a beautiful place like Cranbrook 
cannot compensate for what would doubtless be 
a constant head-ache. I daresay you will be 
happier with a less gorgeous setting and more 
peace of mind. A recognition of that fact is 
the reason for my 38 years here amid the Beacon 
59 Max Miller, For the Everett Titcomb Centennial 
Celebration. An unpublished speech given by Dr. Max Miller, 
FAGO, Chairman of the Organ Department at Boston University, 
at the Church of St. John the Evangelist, Boston, on the 
occasion of the Everett Titcomb Bicentennial tsicJ Festival, 
All Saints Day, November 1, 1984. p. 3. 
60 Gilbert M. Titcomb, Descendants of William Titcomb 
of Newbury, Massachusetts, 1635 <Iowa: Amundsen Publishing 
Co. 1969) , p. 139. 
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Hill ash-barrels.61 
The war years of 1941 to 1945 created difficulties for 
Titcomb because there were only two men in the choir. All 
of the others had been conscripted into the armed forces, 
making his task of finding appropriate music for the 
liturgies quite difficult,62 but Titcomb managed by making 
arrangements of choral works to suit his reduced group. By 
1948, the choir had once more grown to its former size. 
According to Chester Bonney: 
••• it was during the succeeding years that 
Everett's choir did some of its finest work. 
Especially to be noted were the numerous Holy 
Week services which always seemed to mark the 
high point of each season.63 
Titcomb received recognition from his colleagues when 
the American Guild of Organists held its National Convention 
in Boston. In a special service held at St. John the 
Evangelist, Titcomb's choir prepared a special program of 
early music and Plainchant. The Guild publicly honored 
Titcomb for his work as a teacher and musician in the field 
of Gregorian Chant.64 
61 Letter from Everett Titcomb to Philip Malpas, dated 
July 8, 1949. p. 1. 
62 From an interview with George La Flamme of 
Cambridge, Massachusetts, on December 30, 1985. He was a 
choir member under Titcomb for twenty years. 
63 Bonney, op. cit., p. 32. 
64 Smith, op. cit., p. 74. 
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As his health was getting worse each year, Titcomb 
decided to engage Richard Grant, his student from New 
England Conservatory, as an assistant in 1952.65 Herbert 
Peterson was the interim assistant who filled in while Grant 
was inducted into the army for a short period in 1957,66 the 
year that Father Ernest Banner became the new Superior. 
Grant left the Church of St. John the Evangelist in 1958 for 
a position in Michigan.67 
On December 1, 1958, the Cecilia Society of Boston, 
directed by Theodore Marier, FAGO, in conjunction with the 
Boston Chapter of the American Guild of Organists, held a 
Testimonial Program in Titcomb's honor at the First Baptist 
Church in Boston. In a program that included both choral 
and organ works, the two organizations paid tribute to 
Titcomb both for his work as a composer and for his 
contribution to church music: 
Program 
Improvisation on Gaudeamus (1938) 
Paul Akin, organist 
Sing Unto The Lord (1954) -- Henry Ellison, Baritone soloist 
My House Shall Be Called of All Nations (1934) 
Be Joyful, o Daughter of Sien (1934) 
Nowell (1948) 
65 Correspondence from Richard Grant to the author, 
dated February 8, 1986. p. 1. 
66 Bonney, op.cit., p. 34. 
67 Grant, op. cit., p. 1. 
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The Cecilia Society 
Fantasy On A Mediaeval Hymn Tune (1958) 
Fred MacArthur, organist 
Say Unto Them That Are Of A Fearful Heart (1934) 
God Is Gone Up With A Merry Noise (1952) Henry Wing, Tenor 
soloist 
I Will Not Leave You Comfortless (1934) 
Come Ye Faithful (1952) 
The Cecilia Society 
Rhapsody (1957) 
George Faxon, organist 
Ave Verum corpus (1951) 
Victory Te Deum (1944) 
The Cecilia Society 
The works on this program are sacred liturgical 
compositions suited to the liturgies of an Anglican or 
Roman Catholic church. The "Fantasy On A Mediaeval Hymn 
Tune" is the only work that never appeared in print. 
Furthermore, these pieces taken together well represent the 
various facets of Titcomb's style. 
Titcomb was pleased with the work of his last 
assistant, Sally Slade Warner, AAGO, who arrived in 1958, as 
he felt she was efficient and devoted to her work. Since 
his retirement was imminent, Titcomb became more concerned 
about his successor: 
The sisters were really delighted with 
your work the other day ••• especially your work 
at improvisations - 'gap fillers' pleased more 
than I can say. You surely sound like your old 
uncle and the accompaniments were perfect. 
All this leads me to say again what I have 
said to you several times. You really should 
succeed me ••• ! shall put this up to the Father 
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Superior ••• 
Of course the powers that be will want a 
man - and possibly an entire new set-up. We 
will find out eventually.68 
His last service was on the Sunday within the Octave of 
All Saints Day, on his fiftieth anniversary at the Church of 
st. John the Evangelist.69 For that Sunday, Titcomb wanted 
to have as many as possible of his former choir members and 
students at the Church of St. John the Evangelist to sing, 
and he issued the following letter to all who had been 
associated with his choir in the past: 
Dear Choir Member: 
You are doubtless aware that I am hoping 
to complete my half century as Choir-master 
with the Hass on Sunday, November 6, 1960, Cin 
the Octave of All Saints). This will be my 
fifty-first "All Saints Sunday" I have 
conducted the music at St. John"s. In response 
to several requests, all the music will be that 
which I have composed through the years for our 
choir here. 
There will be a meeting of the Choir on 
September 16th at 7:30 in the evening at which 
I hope all members, past and present as well as 
Associates, will be present ••• 
Please pray for me, that I 
keep on until November. St. 
Cantorum has been my life! I 
and every one.70 
may be able to 
John's Schola 
thank you each 
Sincerely, 
68 Letter from Everett Titcomb to Sally Slade Warner, 
dated February 9, 1960. p. 1. 
69 Bonney, op. cit., p. 35. 
70 Letter issued by Titcomb to former students and 
Schola Cantorum members, which was given to the author by 
Edith Sloane of Rindge, New Hampshire. p. 1. 
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Everett Titcomb 
Titcomb did indeed conduct and provide all of the music 
for this service, held on November 6, his fifty-first All 
Saints' Day at the church of St. John the Evangelist. The 
organ music included ''Gaudeamus" and "Recessional" from the 
Suite in E major. The choral music consisted of the "Missa 
Brevis in D major", and the anthems "Rejoice We All" and 
"Panis Angelicus" were sung by the Schola Cantorum.71 
After Titcomb's retirement, Sally Slade Warner took 
over his position as organist and choirmaster, remaining at 
St. John the Evangelist for a period of thirty years. She 
continued the long tradition of rendering Plainsong and 
Renaissance motets started by her mentor until her 
retirement in 1987. 
The year after Titcomb retired, a "Golden Jubilee 
Festival" was held in his honor on June 11, 1961, at the 
Church of St. John the Evangelist, directed by Thomas Hill, 
Jr. The program included several of Boston"s prominent 
organists and the Boston Brass Ensemble, with several area 
church choirs participating: 
Programme 
PRELUDE: Organ and Brass Ensemble Berj Zamkochian, 
71 Information taken from service sheet at St. John the 




Credo in unum Deum 
CHORUS, ORGAN and BRASS 
Organist 
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Behold now praise the Lord 
Herbert Peterson, 
My House shall be called of all Nations 
The strain upraise 
o hearken thou 
ORGAN: Rhapsody on Gregorian Motifs George Faxon 
CHORUS, ORGAN, and BRASS Fred MacArthur, 
Organist 
Let us now praise famous men 
To the name that brings Salvation 
Rejoice we all 
ORGAN: Gaudeamus Thomas Sobol 
GREETINGS: The Rev. Ernest K. Banner, s.s.J.E. 
HYMN 599: Ye watchers and ye holy ones (Cologne Melody) 
MESSAGE: The Very Rev. Granville M. Williams, Superior. 




Hosanna, Children's Carol, and Ride On from "To 
Calvary" 
Come ye faithful 
God is gone up 
I will not leave you comfortless 
ORGAN: Pentecost 
CHORUS, ORGAN, and BRASS 
Eternal Praise 
Organist 




SOLEMN BENEDICTION OF THE MOST BLESSED SACRAMENT 
TE DEUM LAUDAMUS 
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TANTUM ERGO: Hymn 200 St. Thomas Samuel Webbe 
descant by Everett Titcomb 
ANTIPHON: Adoremus in aeternum 
PSALM 117: Laudate Dominum 
Gregorio Allegri 
Tone VI 
HYMN 273: Holy God, we praise Thy Name Viennese Melody 
Sally Slade Warner 
POSTLUDE: Toccata Hope E.Mehaffey72 
The brass arrangements for all of these works were written 
by Thomas Hill, who selected what he thought were Titcomb's 
most popular works. Knowing that Titcomb loved Plainchant 
and early music, Hill chose selections that would meet with 
Titcomb's approval. All of the organists on this program 
had been affiliated with the Church of St. John the 
Evangelist in the past, and wanted to be involved in this 
special concert.73 
There were many occasions during Titcomb's lifetime 
when he was publicly honored; the last such event took place 
in his parish church of St. James in Amesbury, on May 12, 
1963. Although he was practically an invalid at the time, 
he was in the audience to hear his former student, Robert 
MacDonald, perform several of his organ compositions: "Suite 
in E Major", "Improvisation on the Tonus Peregrinus", 
"Festive Flutes", "Advent and Christmas", and "Toccata, 
72 Program, dated June 11, 1961. 
73 From an interview with Thomas Hill Jr. on January 8, 
1989. 
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Salve Regina". The choir sang his "My House Shall Be 
Called Of All Nations", "Sing We Merrily", "I Will Not Leave 
You Comfortless", "0 Love How Deep", "Jesus, Name of 
woundrous Love", the final chorus from his cantata, To 
Calvary, and the "Victory Te Deum". 
The local newspaper carried the review: 
The capacity congregation displayed its 
hearty enjoyment of the music, which was 
presented with a degree of excellence and 
warmth of spirit which recognized the nature of 
the occasion. 
Everett Titcomb's music delightfully 
combines the classical modes and modern idioms 
of harmony and interval. His adaptations of 
ancient liturgical music are played and sung 
around the world. Last night there were some 
first-time auditors who discovered the beauty 
and staunch quality of the Titcomb music and 
were proud of their geographical identity with 
the composer.74 
On December 18, Titcomb fell and could not be helped to 
his feet. He was brought to the Baker Memorial Hospital 
Cnow Massachusetts General Hospital), remaining there for 
fourteen days. He had difficulty speaking, recognizing no 
one during the last two days of his life. 
the afternoon of December 31, 1968.75 
Titcomb died on 
Sally Slade Warner played the organ at his Requiem 
Mass: as Titcomb had requested, the Ordinary and Proper from 
74 Edward D. Brown, "Concert of Titcomb Music Eloquent, 
Inspiring Tribute," Newburyport Daily News, May 13, 1963, p. 
3. 
75 Bonney, op. cit., p. 37. 
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St. Dunstan"s Kyrial was sung.76 The order for his funeral 
was as follows: 
22. 
Solemn Requiem Mass 
for 
Dr. Everett Titcomb 
Saturday, January 4, 1969 at 10:00 A.M. 
Church Of st. John The Evangelist, Boston, Ma. 





HYMN 397 Let saints on earth 
ORDINARY & PROPER OF THE MASS: 
"Dundee" 
Mass for the Dead Plainsong 
<Kyrie in Greek; Tract, Dies Irae 
and Offertorium omitted) 
ANTHEM AT THE OFFERTORY: 
Let us now praise famous men Titcomb 
AT THE COMMUNION: Organ improvisation 
on "Lux aeterna" <extempore> 
HYMN 91 The strife is o'er <Omitting Stanza 3) 
"Victory" 
ORGAN: Credo in unum Deum Titcomb 
* * * * 
Choir: The Schola Cantorum, augmented by 
former Schola members and students 
of Dr. Titcomb <approx. 50 voices> 










76 The American Organist, VII/2 (1969), Obituary, p. 
77 Program of Everett Titcomb's funeral mass, dated 
January 4, 1969. 
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This program was liturgically fitting for a funeral 
mass, given that the themes for the compositions were taken 
from the Plainchant appropriate for a reqiuem. If Titcomb 
were to have planned his own music, he might well have 
selected a program similar to this one, the anthem "Let Us 
Now Praise Famous Men" excepted, since it was obviously 
choosen as a personal tribute to its composer. His obituary 
was carried in all of the church music journals. The editor 
of The Diapason wrote: 
Everett Titcomb died Dec.31 at 
Massachusetts General Hospital, Boston. He was 
84. A solemn requiem mass was celebrated in 
his memory Jan. 4 at the Church of St. John the 
Evangelist where Dr. Titcomb served as director 
of music from 1910 until 1960. A choir of 50 
of St. John's Schola Cantorum augmented by 
former Schola members and students of Dr. 
Titcomb sang the mass in plainsong and the 
Titcomb anthem Let us now Praise Famous men. 
Sally Slade Warner directed and as organ 
voluntaries played Elegy, Requiem and Credo in 
Unum Deum, all by Dr. Titcomb. 
Everett Titcomb was born in Amesbury, 
Mass. in 1884. He was a prolific composer of 
music for the organ and the church service, 
publishing many works in various forms with 
major American publishers. American churches 
of every denomination have felt the influence 
of his clear, essentially lyrical musical 
style.78 
This obituary is typical of the summations of Titcomb's 
career, as it fails to mention given to his influence as a 
teacher or his contributions in the field of Plainsong. The 
78 The Diapason, VX/4, Whole No.712 (1969), p. 12. 
44 
reader is left with the impression that Titcomb's 
professional life was limited to performing and composing. 
As will be seen in the next chapter, his influence as a 
teacher was profound and continues to be felt to this day. 
Chapter III 
Titcomb as Teacher 
Titcomb's natural ability as a teacher was soon 
recognized by the institutions of higher learning in Boston. 
He was first employed by Boston University, where from 1930 
to 1934, he served as a piano in�t�u�to�. 
Titcomb became a lecturer in 1935 for the Wellesley 
Conference, teaching courses in Liturgical Music, Choral 
Worship, Plainsong, and Morning and Evening Prayer. The 
courses were designed for organists, choir masters, and 
choir singers working in a typical church situation.1 
Titcomb was also director of the Conference Chorus, 
participation of which was required of members of the 
conference. He did not teach in 1936, but resumed lecturing 
in 1937. According to Max Miller, Titcomb gave the class 
instruction as to the names of the different neumes, 
1 The Conference for Church Work, Supplementary 
Bulletins, Wellesley, Massachusetts. 1935, 1937-1946. 
Archives at Wellesley College, Massachusetts, n. p. 
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together with performance directives on their duration and 
grouping that reflected the practices of Solesmes. Titcomb 
gave the class a list of assignments from the Liber Usualis, 
requiring each student to be able to sing certain chant 
melodies.2 
His tenure at the Church of St. John the Evangelist was 
possibly distinguished most by his pedagogical activity. 
With his choir of men he worked to obtain the highest 
standards possible. Ralph Adams Cram, the well-known 
architect, who designed the interior of the Cathedral of St. 
John the Divine in New York City, praised Titcomb's work to 
a Boston newspaper correspondent in 1937: 
If you want to hear music that harmonizes 
with the church in which it is sung ••• Everett 
will give you a service that will do your heart 
good ••• English music that has the right 
Cathedral tone. Titcomb makes music that moves 
you to the depths. Not many can do that.3 
As the choir's reputation grew they were invited to give 
what came to be known as recitals of liturgical music, and 
also assisted at church services in many other locations. 
In an effort to introduce a better standard of music in the 
Boston area, they gave several Liturgical recitals at the 
2 From an interview with Max Miller, he was a former 
student of Titcomb at Boston University, Massachusetts on 
June 8, 1989. 
3 Rev. Robert 
Street 1883-1958 
Issue), p. 59. 
Cheney Smith, The Shrine on Bowdoin 
(Boston: 1958 Cowley Fathers' Anniversary 
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Boston Public Library, the Museum of Fine Arts, the Gardner 
Museum, Jordan Hal 1 and Brown Hall of New England 
Conservatory, King's Chapel, St. Paul's Cathedral, the 
Church of the Advent, Trinity Church, all in Boston; and St. 
Mary the Virgin in New York City. Concerts of liturgical 
music were also given in many towns surrounding Boston.4 
The choir at St. John the Evangelist took the name 
Schola Cantorum on St. Gregory's Day, March 12, 1938 on 
which date they subsequently held an annual festival at 
either the Church of the Advent or at Trinity Church.S 
Schola Cantorum is the term that was first used to designate 
the school of singers that was either founded or reorganized 
by Gregory the Great, who became Pope in 590.6 
There were many well-known Associates who were actively 
involved with the Schola, including Ralph Adams cram, 
Wallace Goodrich, Director of the New England Conservatory; 
Frederick Johnson, organist at the Church of the Advent: 
Margaret Ruthven Lang, composer; and Francis Snow, Mus. Doc. 
(honorary Doctor of Music), organist at Trinity Church. The 
list of members on the pamphlet advertising the Schola 
4 Everett Titcomb, "Forty Years at St. John's," Cowley, 
XXIII/91 Cl950), p. 78. 
5 Ibid., pp. 75 and 78. 
6 Helmut Hucke, "Gregory the Great" 
Dictionary of Music and Musicians, Vol. 






Cantorum contains many more such influential persons. 
Richard Grant, Titcomb's assistant at the time, wrote that 
Titcomb was an unusual teacher, giving freely of his time 
when any choir member approached him for help. Grant felt 
that the volunteer choir was exceptional because Titcomb 
devoted hours to giving individual lessons the reading of 
Gregorian Chant notation and the proper singing of the 
phrases, free of charge. The rehearsals took place every 
Friday evening from 5:30 to 7:30. Grant related that 
Titcomb was demanding and his temper was short; everyone, 
however, knew that he was sincere, in his devotion to his 
work and to the choir.7 
Titcomb attempted to achieve a natural rhythm for the 
singing of the chant. At rehearsal, before the choir would 
actually sing an unfamiliar chant, he would have them read 
the words aloud in order to get a sense of the speech 
rhythms; hymns were done in the same manner. Through this 
method he was able to discourage his singers from giving 
each syllable an accent, as some inexperienced singers tend 
to do.8 
At the New England Conservatory of Music, Titcomb began 
teaching two courses in 1939: a course entitled Choir 
7 Richard Grant, White Plains, N.Y., letter to the 
author dated February 8, 1986. p. 1. 
8 Bonney, op. cit., p. 27. 
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Training, for organists working with an all-volunteer choir, 
and a course on Liturgical Music.9 The latter course was 
designed for organists and choirmasters who intended to work 
in a High Episcopal church position. Titcomb required the 
textbook Plainchant For Schools for his courses, often 
playing examples on the piano for the class. The students 
were taught how to read Gregorian notation, and sing several 
chants during class sessions. A history of church music was 
taught in all of his classes, along with the origins of the 
Proper and Ordinary of the Mass. Titcomb also covered the 
types of music appropriate for Holy days. Tempos from the 
English Hymnal were discussed during classes on hymnology: 
Titcomb was of the opinion that the hymns by Ralph Vaughan 
Williams were generally performed too slowly because the 
churches in this country often did not have much 
reverberation, therefore requiring faster tempos.10 
Titcomb was Dean of the Wellesley Conference from 1940 
until 1942.11 This Conference offered courses each summer 
to organists, choirmasters and choir singers to improve 
9 "Everett Titcomb, American Composers Sketch Number 
51," The American organist, XXII/11 (1939), p. 374. 
10 From an interview with Robert Love, of Medford, 
Massachusetts, on December 11, 1988. He was a former 
student of Titcomb, at New England Conservatory. 
11 Wellesley Conference Catalog, Wellesley College 
Archives, Massachusetts, n. p. 
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their skills, regardless 
training. The reason for the 
of their previous musical 
existence of the Conference 
was to improve the standards of church music. Courses in 
organ playing, plainsong, voice training and speech were 
offered: it was also required that each member participate 
in the Conference Chorus. Daily organ and carillon concerts 
were given, and members were given the opportunity to make 
several excursions to hear organists and choral groups 
perform.12 While serving in this position, Titcomb 




carried an item about the Wellesley Conference 
it was a major feature of the Episcopal 
Church Work, and that it promised to be, as 
in the past, of great value to organists and choirmasters. 
Students came to the Wellesley Conference from all over the 
United States. Because it was sponsored by the Episcopal 
Church Joint Commission on Music, many parishes sent their 
choirmasters to Wellesley to be trained in Chant. The 
article went on to mention that the Conference was to be 
under the direction of Everett Titcomb, a church musician 
of national repute. The Diapason described the course as 
giving practical training in the rendition of music for 
choral services, including psalmody, Gregorian and Anglican 
12 Ibid., n.p. 
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chant, polyphonic settings, a study of the officiant's and 
choir's parts of the services of choral evensong, the 
litany, and Holy Communion.13 
In addition to his new responsibilities at Wellesley, 
Titcomb became director of the evening choir at Christ 
Church, Cambridge, Massachusetts in 1940, where George Faxon 
was organist. Titcomb also directed a choir of students at 
the early (9:00 a.m.) Sunday morning service, but he gave up 
his work at Christ Church after a year, as the schedule was 
too demanding for him.14 
Titcomb did not possess anything more than a High 
school diploma. 
several trips 
Because he was an avid reader and made 
to Solesmes abbey to learn from the 
Benedictine monks, he was able to learn much about 
performance practices. Despite his lack of a University 
degree, his reputation as a liturgist spread; he was asked 
to teach a course in Liturgical Music at Boston University 
in 1944, when a degree program in Church Music was 
initiated • 15 During certain years Titcomb taught four 
different levels of this one course, each level building 
13 The Diapason, no author XXXI/6 (1940), p. 8. 
14 Bonney, op. cit., p. 30. 
15 Barbara Owen, 
University's Continuing 
C 1985) , p • 38. 
"Organ Pedagogy in Boston: Boston 
Role," The American Organist, XIX/6 
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progressively on the material presented at an earlier level. 
The subject of Liturgy was quite unusual for a University 
curriculum then, just as the use of Renaissance polyphonic 
music and Gregorian chant as a part of the church service 
was far from the norm. Max Miller wrote: 
Dr. Titcomb's classes were always orderly 
in the progression of what he wished to do, and 
for many of us it was not only our first 
introduction to Gregorian Chant, but also to 
much of the music of the 16th century ••• he was 
more than able to show what was expected from 
the music. One of the endlessly fascinating 
things about his teaching was his ability to 
place the music in its setting within the 
church year, and to tell us about the customs 
associated with the music.16 
Because of his increasing involvement in this field, 
the Joint Commission on Church Music <General Convention of 
the Episcopal Church) made Titcomb one of their members in 
1944; he remained on the commission until 1949.17 Another 
early honor bestowed on him was his election as one of the 
three AA (Anglican Association) musicians in the Anglican 
Communion. The other two musician members were Francis 
16 Max Miller, For the Everett Titcomb Centennial 
Celebration. An address given by Dr. Max Miller, FAGO, 
Chairman of the Organ Department at Boston University, at 
the Church of St. John the Evangelist, Boston, on the 
occasion of the Everett Titcomb Bicentennial CsicJ Festival. 
All Saints' Day. November 1, 1984. p. 1. 
17 The Living Church Annual. The Yearbook of the 
Episcopal Church <New York: Morehouse-Gorham co •• 1944 to 
1949). passim. 
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Burgess in England; and Healey Willan in Canada.18 Both 
Willan and Burgess were musicians who wrote service music 
for the Episcopal liturgies, producing organ pieces based on 
familiar hymn-tunes as well. 
In the Spring of 1946 Francis Snow, the Head of the 
Organ Department at Boston University suddenly became ill; 
Titcomb took his place as Department Head for one year. 
Titcomb did not want to continue in that capacity, and 
resigned from teaching organ at the end of the year.19 
Though he had retired as teacher at the Wellesley 
Conference, Titcomb achieved the status of Special Lecturer 
in 1946; his influence on young church musicians while 
teaching at the Conference was far reaching. Trevor Rea, a 
student at the Wellesley Conference for two summers, wrote: 
He was a genuinely devout man, and the 
music of the church was surely the most 
important thing in his life. Thus he simply 
wanted to share his knowledge and love of the 
finest liturgical music - especially Plainsong 
- with kindred spirits. With him, music was to 
be carefully selected and prepared ••• Church 
music was serious business, and many of us were 
drawn to his point of view by the sincerity, 
humility, and persuasiveness of the man ••• Mrs. 
Mildred Helen McAfee Horton, former president 
of Wellesley ••• spoke of the Conference as one 
of the more successful events connected with 
18 Rev. Peter Blynn, "Distinguished Ecclesiastical 
Musician," Cowley, XXIII/91 (1950), p. 81. No other 
information of this organization is available. 
19 Bernard Eugene Smith, Titcomb, Man and Musician 
Master's thesis, Union seminary, New York, 1953, p. 1. 
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the college, especially with the portion 
dealing with church music.20 
Titcomb was totally steeped in Gregorian Chant: he 
deplored the settings of Anglican Chant found in The Hymnal 
<1916) of the Protestant Episcopal Church. According to 
Robert Love, a former student, Titcomb felt that Anglican 
Chant was a corruption of Gregorian Chant. Love relates 
that Titcomb felt the system of "pointing", which indicates 
the manner in which the words fit the music, was not done 
very well at all. When sung by a group of amateurs, there 
is a tendency to hurry the initial reciting tones, which 
unduly stresses the final syllable of each line. In this 
country, Anglican Chant is sung congregationally: but 
Titcomb knew that the speech rhythms could only be rendered 
effectively by well-trained choirs.21 He spent hours 
preparing for his classes through research in the Boston 
Public Library,22 in order to introduce his students to the 
Renaissance motets that he copied there, as well as his 
own.23 
20 Trevor Rea, letter to the author, Concord, N. H., 
dated June 24, 1987. p. 1. 
21 From an interview with Robert Love, of Medford, 
Massachusetts, on June 9, 1989. 
22 Chester E. Bonney, Recollections of Everett Titcomb 
A privately circulating manuscript, p. 30. 
23 From an interview with Robert Love, of Medford, 
Massachusetts, on December 11, 1988. 
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Titcomb received several requests to lecture at various 
conferences which were sponsored in part by the Episcopal 
Church, including the Trinity Conference, Boston in 1943; 
Redlands University Conference in 1947; Cranbrook, Michigan 
Conference in 1949; and the Albany, New York Diocesan Choir 
Festival in 1950.24 These Conferences, which proved to be 
quite successful, were conducted in the same manner as the 
Wellesley Conference. 
As his reputation grew, Titcomb was often approached by 
young organists who wanted to learn more about Gregorian 
Chant in order to introduce it in their own parishes. In 
1955, Titcomb decided to revitalize the rather poorly 
attended Sunday evening service at the Church of St. John 
the Evangelist by inviting interested organists and 
choirmasters to attend and participate in the service at his 
own church. Already present were members of the Schola who 
knew the ''high" Anglican service; after a short rehearsal 
they were able to sing for the service of Choral Evensong 
and Benediction. Usually one of the students would play a 
short organ recital after Benediction. 
idea proved to be a success: 
Titcomb felt his 
••• the Evening Services showed new 
vitality. The number of Organist Associates 
rapidly increased. They all had good voices,--
some exceptional,-- and it was not long before 
24 Bonney, op. cit., p. 8. 
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they were able to sing not only the psalms and 
canticles to Gregorian Tones, but Faux-Bourdons 
and Benediction motets ••• For many years this 
plan worked extremely well and provided a good 
choir and fine organ playing for Sunday 
evenings. Scores of organists gave recitals,-
some of them outstanding,- and the list of 
important works performed is a remarkable 
one.25 
As the services and recitals continued, the attendance 
increased with each season. In 1937 the following review 
appeared in Cowley, the journal of the Society of St. John 
the Evangelist: 
On the evening of Monday, February 15th, Mr. 
Everett Titcomb and the Choir of the Church of 
St. John the Evangelist gave another of their 
noteworthy recitals of plainsong and other 
liturgical music at the Church on Bowdoin St., 
with an unusually large and appreciative 
audience in attendance. The recital, as in 
other years, was concluded with the Service of 
Benediction.26 
A program of a typical recital is reprinted here with a 
commentary from the Cowley magazine: 
••• Mr. Everett Titcomb ••• presents most 
interesting programmes of liturgical music ••• at 
St. John's. These recitals are always well 
attended, especially by students from the music 
department of Boston University: 
I. Plainchant <earlier than the XIIth 
Century.) 
25 Everett Titcomb, Recollections <Boston: 1951, 
revised in 1955), An unpublished manuscript at the Monastery 
at St. John the Evangelist, Cambridge, Massachusetts, pp. 
58-59. 
26 Cowley, X/37 (1937), p. 20. 
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1. Kyrie Eleison 
2. *Introit for Christmas Day - Puer Natus 
Est 
3. *Grail CGraduale) and Alleluia for 
Easter - Hie CsicJ Dies and Pascha Nostrum 
4. +Offertory for the Feast of St. Michael 
and All Angels - Stetit Angelus 
*Organ accompaniments composed by Mr. 
Titcomb. 
+Sung by Two Cantors. 
II. Music of the Polyphonic Period. 
1. Ave Verum. (Flemish School) 
Josquin Des Pres, 1445-1521 
2. Kyrie Eleison. (Spanish School) 
Cristofero Morales, 1500-53 
3. *O Vos Omnes. (Spanish School) 
Tomas Luis Vittoria, 1533-1611 
4. Sanctus and Benedictus (Roman School) 
Ludovica Viadana, 1564-1645 
*Respond at Holy Saturday Tenebrae. 
III. Music by Present Day Composers. 
1. Kyrie Eleison, from Missa Sanctae Crucis 
Everett Titcomb 
2. Memorial of the Blessed Virgin 
Everett Titcomb 
3. Compline Office Hymn 
E. Thiman 
4. Ninna-Nanna. (Christmas Lullaby) 
M. Mauro-Cottone 
5. Basque Christmas Carol 
arr. Erickson 
6. Motet on Old French Melody 
Gustav Holst 
IV. At Benediction. 
Val 
o Salutaris Hostia Cardinal Merry del 
Adore Te Devote Giulio Bas 
Tantum Ergo P. G. da Palestrina, 1525-94 27 
Titcomb gave such programs in order to acquaint the 
27 Cowley, V/20 (1932), p. 122. 
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average musician and congregation with excellent music 
aprropriate for a worship service. Most people at the time 
were familiar only with Victorian and Romantic vocal music 
such as The seven Last Words of Christ (1867) by Clement 
Dubois (1837-1924), The Crucifixion (1887) by John Stainer 
(1840-1901), and the masses of Franz Schubert; the program 
given above attempts to familiarize people with Gregorian 
chant, Renaissance literature, and contemporary music. His 
intention obviously succeeded because Mr. Redford Mason, 
musical critic of The Boston Transcript, wrote as follows: 
••• I quote the word recital with intention, 
because the idea underlying the performance was 
divine service, not the giving of a concert.28 
In 1948 the music program was still thriving at the 
Church of St. John the Evangelist, while at the Church of 
the Advent the music program had declined, prompting Titcomb 
to write: 
One of our men went to the Advent last Sunday 
for the 6 P.M. Service. It was read in the 
Lady Chapel and they had congregational Hymns 
with George CFaxonJ 'at the organ'. What a 
pity that people will not support Sunday 
evening services any more. Last Sunday here, 
our Evensong was very impressive. 20 Men CsicJ 
came to sing and the simple music you have so 
often sung with us sounded really wonderful.29 
The evening services at the Church of St. John the 
28 Cowley, X/37 (1937), p. 20. 
29 Correspondence from Everett Titcomb to Phillip 
Malpas, dated January 17, 1949. p. 1. 
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Evangelist were discontinued in the Fall of 1953, but were 
resumed in 1955, with women included in the choir. The 
services were again discontinued in 1957, to be continued 
only during Lent.30 
Titcomb's reputation as a church musician of high 
standards had become widely known by 1954, when he was 
awarded an honorary Doctor of Music degree on June 8, by the 
Nashotah House Theological Seminary in Wisconsin. Nashotah 
House observed that his contributions to the field of 
liturgical music were outstanding. He was praised for his 
work both as a teacher and as a liturgist at the Church of 
st. John the Evangelist.31 
As Titcomb and George Faxon, the music director at 
Trinity Church, had worked so well together in the past, 
the vestry at Trinity Church asked Titcomb to take over the 
directorship of the Canterbury Choir in 1956, with Faxon as 
accompanist for their services. While Titcomb directed the 
evening choir at Trinity Church, his interim assistant 
organist, Herbert Peterson, filled in for the Sunday 
evening service at the Church of St. John the Evangelist: 
Sally Slade Warner, his new assistant, arranged the schedule 
30 Ibid., pp. 59-60. 
31 Correspondence from Nashotah House secretary to the 
author, dated January 16, 1986. p. 1. 
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of recitalists.32 
Titcomb retired from New England Conservatory for 
health reasons in 1958, the same year that he had been 
promoted to Chairman of the Church Music department.33 
Titcomb found it necessary to give up the Canterbury Choir 
in 1959 because of increasing equilibrium problems.34 
Titcomb also retired from Boston University, where he was 
Assistant Professor35 in 1959.36 
Many of his students and choir members went on to hold 
prominent positions where they introduced music programs of 
the same cast and quality that the congregation at the 
Church of St. John the Evangelist enjoyed. George Faxon 
wrote: 
Mr. Titcomb has given me so much inspiration 
and encouragement. His inspiration has meant 
everything to me, and has been largely 
responsible for my staying in the field of 
Church music. Mr. Titcomb's encouragement to 
all young organists is one of the finest 
features of his work. His own inspiring 
devotion, his helpful criticisms, his 
32 Correspondence from Everett Titcomb to Sally Slade 
Warner, dated September 12, 1956. p. 1. 
33 Correspondence from 
Malpas dated March 10, 1949. 
Everett 
p. 1 • 
34 Bonney, op. cit., p. 34. 
Titcomb to Phillip 
35 Leonard Ellinwood, The History of American Church 
Music (New York: Morehouse-Gorham Company, 1953), p. 235. 
36 Boston University, Bulletin College of Music. His 
name no longer appears on the faculty list after 1960. 
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encouragement to so many of the younger men has 
meant more to us than we can ever express ••• His 
influence has gone far and wide throughout the 
Church.37 
Through his teaching skills, Titcomb was responsible for 
the quality of music heard in many parishes nation-wide for 
years to come.38 
37 George Faxon, "Inspiration of Younger Organists," 
Cowley, XXIII/91 (1950), p. 82. 
38 Susan Armstrong, "The Legacy of Everett Titcomb," 
Tracker, XXXI/1 (1987), p. 27. 
Chapter IV 
Choral Works 
In addition to his work as a teacher and writer, 
Titcomb acquired a considerable reputation as a composer of 
sacred choral music. His output includes 84 anthems of 
which 79 were published; 15 are currently in print. Titcomb 
also wrote nine Masses, of which all but one have been 
published. And finally, he arranged six works by other 
composers, only two of which are published. After a brief 
discussion of his earliest works, Titcomb's Masses and 
unaccompanied motets will be examined, then the anthems with 
organ accompaniment which emulate post-Oxford movement 
composers. Lastly, the Hymn-anthems will be assessed. 
Each group of works will be reviewed in chronological order; 
one representative work from each genre will be discussed at 
length to form a clearer picture of Titcomb's handling of 
text, harmony, form, and texture. 
Titcomb had his own procedure for revising his works, a 
system that he used from the beginning of his career as a 
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composer: after choir rehearsal, he would have the male 
members of the choir sing over the parts of his latest 
composition while he made corrections immediately, often 
rewriting whole passages.1 His first choral works date from 
the years in his Auburndale parish (1902-1909), a period 
when he was involved in the study of Horatio Parker's music. 
His first published composition, a ''Te Deum" for the The 
Parish Choir, dating from around 1906, has unfortunately 
been lost.2 
He also wrote, but subsequently destroyed, a 
''Magnificat". According to Chester Bonney, one of Titcomb's 
choir members pointed out that a certain section sounded 
like the then popular Madame Butterfly by Puccini, which was 
first performed in 1904. The thought that he might have 
made a musical allusion to a verismo opera in a liturgical 
setting embarrassed Titcomb greatly; the incident made him 
anxious to destroy all the copies of the work.3 
Titcomb focused on secular works during the next two 
decades, producing no choral works until 1933, from which 
point his production of sacred music, written primarily for 
1 From an interview with George LaFlamme, Cambridge, 
Massachusetts, on December 30, 1985. 
2 Chester Bonney, "Recollections of Everett Titcomb," 
unpublished manuscript, p. 8. 
3 Ibid., p. 8. 
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his excellent choir at the Church of St.John the Evangelist, 
continued steadily until 1942.4 Since most of the eight 
extant Masses (labelled either "Missa", "Mass", or 
"Communion Service") belong to his earliest stylistic period 
of sacred music, they will be discussed first. 
There is little or no stylistic difference between 
Masses that are for unaccompanied choir and those with organ 
accompaniment. Because of the nature of the text, the Kyrie 
and Agnus Dei of each Mass is in three-part form, while the 
other movements are either binary or multi-sectional. Since 
none of the Masses has a Credo: Titcomb recommended singing 
a Plainchant version from the Liber Usualis, if the liturgy 
required the use of one. Many of the themes found in 
Titcomb's Masses are based on Plainchant tunes that are 
often treated as a cantus firmus. Although they are often 
modal as pure melodic constructs, the themes are frequently 
harmonized with typically tonal progressions, colored with 
seventh and ninth chords. The bass line is sometimes 
independent, while at others, it serves a functional 
harmonic purpose. Though the style of all of Titcomb's 
Masses is largely homophonic one can find traces of 
counterpoint. A prominent feature of Titcomb's overall 
4 From an interview with George 
member for twenty years under 
Massachusetts, on December 30, 1985. 
LaFlamme, Ca choir 
Titcomb) Cambridge, 
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style is his sensitivity to words; he made use of dynamics, 
rubato and crescendo-decrescendo markings as a means of 
highlighting words that he felt were important, or he 
accentuated them by employing arpeggios or ascending 
scales. The opening sections of many of Titcomb's anthems 
contain several repetitions of 
while the remainder of the 
one short portion of text, 
text is reserved for the 
unaccompanied middle 
understood. 
section, where it can be easily 
Though Titcomb lived through two-thirds of the 
twentieth century, 
avant-garde trends. 
his style remained untouched by its more 
The church, being a conservative body, 
naturally accepted his music as appropriate for the liturgy, 
and indeed it was the conservatism of the church which 
called forth a more reserved style in the first place. The 
earliest known extant sacred work by Titcomb is the 
unpublished "Missa Sancti Francisci", (1933) for two 
unaccompanied voices in the same register. As can be seen 
in example 1 <p. 66), it was basically written in a simple 
style, involving only mild cadential dissonances. Titcomb 
noted in the score that a Plainchant Credo can be used from 
the Missa de Angelis if one is desired. The Kyrie is set in 
both Greek and English. 
Titcomb wrote four Masses during the 1930's, among 
which is.the "Missa Sanctae Crucis" (1934) for an 
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Example 1: Missa Sancti Francisci 
- c.":".:::,j.Jt ',.,, tit . 
KY RI E <:'..?~ ,,,_, 
..... ,
L11mb of G-otl , .$011 of r!.e 
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unaccompanied choir of mixed voices. Again, the Kyrie is 
set to both Greek and English. The remainder of the Mass is 
in English. Titcomb imparted a measure of unity to the work 
by recalling several themes from the Kyrie in the Agnus Dei, 
but he utilized them differently in the latter movement by 
augmenting the rhythmic values. 
The "Missa Sancti Joannis Evangelistae" (1935), written 
for a four-part unaccompanied male choir, was dedicated to 
the parish"s patron saint at a time when Plainsong was used 
almost exclusively at the Church of St. John the Evangelist. 
Titcomb thus described the reaction of his congregation to 
this Mass: 
After we finally gave up the attempt to 
have boy choristers, we recruited several men 
so that we were able, now and then, to sing a 
part of the High Mass to polyphonic music. The 
first setting we attempted was one of my own 
compositions ••• some of the Congregation who did 
not like Plainsong were highly pleased to hear 
some 'harmony"! !5 
Only the Sanctus and Benedictus survive from the 
"Missa de Regina Coeli'', (1935) for mixed choir and organ, 
although it is assumed that Titcomb set the other movements 
as well. Titcomb opened the Sanctus with a five-note theme 
which he molded from the chant, its rhythm consists of a 
5 Everett Titcomb, Recollections, <Boston: 1951, 
revised in 1955) an unpublished manuscript at the Monastery 
of St. John the Evangelist, Cambridge, Massachusetts, pp. 
19-20. 
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triplet figure with two quarter notes tied to a half note; 
the theme is given twice in the tenor part in mm. 1-4. The 
Benedictus is a very 
nine measures. 
brief movement, consisting of only 
The Missa Salve Regina, (composed in 1936 and published 
in 1939) was dedicated to Fr. Spence Burton, then the 
Superior at St. John the Evangelist who subsequently became 
Bishop of Haiti. The Mass was first performed at Trinity 
Church on May 3, 1939 for the occasion of Fr. Burton"s 
consecration as Bishop.6 Each movement of the Mass contains 
the first four notes of the Plainchant theme, which is used 
continuously as a motive. Titcomb used the same themes in 
largely non-imitative counterpoint in each movement of the 
Mass. 
The ''Communion Service in D Major" (1945) for choir 
and organ carries the subtitle 
contains some short solos, 
imitative choir entrances by 
Missa Brevis. This work 
which are separated from the 
short organ interludes. The 
"Communion Service in c Major", (1952) was written for a 
four-part mixed choir with organ accompaniment. While the 
themes for the Kyrie, Agnus Dei, and Gloria are newly 
composed, the Sanctus and Benedictus themes are freely 
adapted from the Gregorian Mass No.XI found in the Liber 
6 Program of Bishop Burton's ordination, May 3, 1939. 
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Usualis. The texture in the Gregorian based movements is 
strictly homorhythmic, while those sections built on 
original themes are written in free counterpoint. Titcomb 
suggested a Credo from The Hymnal 1940 when the liturgy 
requires one. 
The "Mass in C Major", (1953) for mixed chorus with 
organ accompaniment, is set to a Latin text. Every movement 
contains highly melismatic tunes which strongly resemble 
Gregorian Chant. Titcomb often treated the melodies 
imitatively or accompanied them in parallel thirds or 
sixths. Titcomb's "Communion Service in G minor" (1962) was 
the last service music that he was to write. The composer 
preferred that the Agnus Dei and Kyrie, which are written in 
a lyrical style, be sung unaccompanied. 
Titcomb also arranged Masses by sixteenth-century 
composers for his church choir: A Mass designated "Number 
IV" by Lotti (1667-1740) in 1934, a work listed as "Mass" by 
Morales (1500-1530) in 1935, Missa Christe Dei Soboles by 
Lassus (1530-1594) in 1939,7 and "Alma :Redemptoris", a motet 
by Suriano <1549-1620). Titcomb gave no date for the last 
work, but according to Thomas Hill, it was probably arranged 
7 It is not listed in The New Grove worklist on ---------Lass us, and therefore may have been misascribed in the 
source from which Titcomb worked. 
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in the 1930's.8 These arrangements have all been lost. 
Other service music written by Titcomb includes 
settings of the Magnificat and Nunc Dimittis, and three 
Psalm settings. A supporting role for the organ is given in 
the event the choir cannot sing these works unaccompanied. 
-His earliest extant setting of the Magnificat (1935) which 
was written for his choir at St. John the Evangelist remains 
unpublished. This work was intended to be sung in alternate 
verses with the Plainchant Tone VIII, found in the Liber 
Usualis. As can be seen in example 2 (pp. 71-74), Titcomb 
set the odd-numbered verses in a simple polyphonic style: 
for the even-numbered verses, he wrote out the Plainchant 
theme with a chordal harmonization. 
Titcomb dedicated his "Magnificat and Nunc Dimittis" 
for unaccompanied mixed choir (1939) to Albert Robinson: it 
was commissioned for the Eighth Albany Diocesan Choir 
Festival by J. William Jones, the festival's founder and 
conductor. Although there is a simple chordal organ 
accompaniment, it was probably intended as an aid for less 
proficient choirs, since a note on the score advises against 
using it. Both pieces open with the Gregorian intonation 
sung by the priest; for each setting, even-numbered verses 
are sung to the chant, while the odd-numbered verses are 
8 From an interview with Thomas Hill, on January 8, 
1989. 
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done in four parts. The words of the first half of the 
phrase are sung to a psalm-tone, while the remaining verses 
are set in a homorhythmic manner. 
Example 2: Magnificat 
..M a.q n /f(ca:t:- * 
._/ 
ca~ton,{or B<1.r,r ... e,TL{,;, IM,$0,,) 
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In 1941, Titcomb made a short, harmonically simple 
setting of the alternate verses of the Magnificat which 
should be used with the Eighth Tone that is given in The 
Hymnal 1940 <See example 3, p. 75). What is noteworthy is 
the fact that Titcomb pointed the text so that the words for 
each verse are underneath the appropriate pitch changes in 
this rendition, unlike the usual versions found in hymnals 
where the harmonized chant is printed on one page, with the 
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text on the opposite side. There is also a companion piece, 
a Nunc Dimittis Cno date) that has alternate verses meant 
for use with Tone III. Titcomb intended that both the 
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choir. Titcomb's last Magnificat (1958) was also published. 
As can be seen in example 4 <p. 76), the organ accompaniment 
accommodates the rhythm of the words, the metrical value of 
Example 4: Magnificat 
fl1y S#ul d,,tf, mqjntJ tl.e J,.."1"d : <m(i, my ~('irif h1tth re;~,-ceti in God. "'Y Sa.-v,,,.,.,.. 
~ ~ 
he11~-forth : a/i. 3enerfl-t,;,tts shall CA.ti me, b/.ess-e:l. 
r."l I".'\ 
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which varies with each measure. Titcomb's undated and 
unpublished settings of psalms 111, 121 and 150 are similar 
in many ways to the works just described. On the score is an 
instruction to the organist to leave the melodic line to the 
singers; only the accompaniment is to be played. 
All of Titcomb's anthems employ texts that are taken 
from hymns, while the themes are either hymn tunes or 
Plainsong melodies taken from the Liber Usualis and 
appropriate for the liturgy of a particular feast. A study 
of his anthems reveals that they can be divided into three 
style groups: the "motet style'', which he established early 
in his career; the "cathedral style" employed in accompanied 
anthems which emulate the works of nineteenth-century 
English composers; and the "fanfare" style featured in 
technically less demanding accompanied anthems. 
Because most of Titcomb's earliest compositions are in 
the motet style, those works will be examined first. 
Characteristic of the sixteenth-century motet is Titcomb's 
employment of a four-part unaccompanied setting featuring 
primarily step-wise melodies. In his motets Titcomb often 
used quasi-modal progressions that end with open octaves or 
fifths at cadence points. 
The Eight Motets (1934; see complete list in Appendix), 
are typical examples of this style. The motets are short 
works ranging from thirty to forty measures, based on 
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Biblical texts appropriate for a particular feast day. Most 
of Titcomb's motets are contrapuntal, with some degree of 
imitation; the alleluias generally are melismatic. The 
rhythm of an imitative section is usually very simple, while 
the other sections are often homorhythmic. The voice parts 
rarely exceed an octave or cross one another, nor do they 
tax an average volunteer singer's range. Titcomb often 
would highlight an important word in the text by writing in 
a crescendo/decrescendo marking, or, to draw attention to a 
particular phrase, he often wrote in a crescendo with rubato 
markings. 
One of the Eight Motets, "I Will Not Leave You 
Comfortless", made Titcomb well-known in Anglican circles of 
the English-speaking world. The motet was chosen for a 
performance at the Crystal Palace in London at the Annual 
Choir Festival in 1936. It was sung by a choir of 4,000 
members, conducted by Dr. Sidney Nicholson, formerly the 
choirmaster at Westminster Abbey. The event marked the 
first time that a work by an American composer had been 
chosen for one of those Festivals.9 The motet is in ABA 
form and opens pianissimo with the tenor chanting a theme 
that is immediately taken up by the rest of the choir, 
entering on a g minor chord to establish the key. The A 
9 David Dillon, The Mission Church of St. John the 
Evangelist, 1883-1983, Cl983), typescript, p. 26. 
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section Cmm. 1-15), is set in a syllabic, chordal style, 
while the florid B section <mm. 15-22) consists of an 
imitative setting of the word "Alleluia". The use of the 
florid style is of course typical for Alleluias, extending 
back to the Mediaeval Plainchant settings. The Plainchant 
"Veni Creator Spiritus", sung as a cantus firmus by the 
basses, is used at the beginning of the B section. The 
original A material returns at m. 24 with the sopranos 
taking the chanted line that opened the work; it is then 
sung by the tenors. 
"Ave Verum Corpus Christi" (1936), which is given in 
its entirety in example 5 Cpp. 80-81), was never published. 
Though this work is only twenty-two measures long, it is 
quite representative of Titcomb's motet style, and for that 
reason it has been chosen for a more detailed analysis. 
Like so many of Titcomb's works, it adheres to a rather 
simple form; here, the return of the opening gesture Cmm. 
1-5) at the close Cmm. 18-22) helps to round off the piece. 
Titcomb's chord progressions and use of dissonance will be 
examined in detail to illustrate how he integrated certain 
sixteenth-century compositional techniques with a 
fundamentally nineteenth-century idiom. 
After opening on a unison A, soprano and alto proceed 
to make a typical 2-3 suspension pattern (the alto and tenor 
a 4-3 pattern); with this stock figure, Titcomb announces 
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Example 5: Ave Verum Corpus Christi 
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that the piece will emulate the late Renaissance church 
style. The resolution of the dominant harmony, however, is 
spiced by an appogiatura figure in the alto Cm.2), the 
imitation of which in the tenor cm.3) develops into a 
melodic pattern resembling the nota cambiata. Mm.4-5 bring 
the first cadence, itself a variation and completion of the 
suspension figure that opened the work. But in spite of the 
appearance of melodic patterns associated with Renaissance 
counterpoint, this is clearly tonal music, directed and 
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controlled by a bass line which functions as a harmonic 
support rather than as an independent contrapuntal line. 
Clearly functional harmony figures prominently in Titcomb's 
style, tending to distance it from the style of Palestrina. 
His use of unprepared dissonances cm. 2 alto, and m. 3 
tenor) is likewise removed from the strict Palestrina style: 
thus in only a few measures, one can note the synthesis of 
different idioms. 
The chords in m. 6 seem to cancel the tonal 
implications of what preceeds: Titcomb's introduction of a 
"weak" progression 
major < !6-111) or 
which can be interpreted in either C 
A minor <III6-v) is a clear modal 
evocation, as is the Phrygian cadence in mm.8-9. 
The isolated E of m.9 then allows for a bit of 
madrigalism: formerly the root of an E major chord, it is 
reinterpreted as the third of a c sharp minor triad. Yet C 
sharp is hardly established as a tonal center: the b natural 
of m. 11 lends the passage a decidedly modal flavor, and its 
force is further undermined by the motion to E major of mm. 
12-17. 
Titcomb evoked tonal fluctuations of the Renaissance 
music by moving freely from minor to the relative major, 
both of which are ambiguous when considered in terms of 
harmonic tonaliity. The key of C sharp minor is not 
established because it lacks a dominant; the key of Eis 
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likewise equivocal because the music shifts back and forth 
between major and minor. 
There are a number of stylistic features in the work 
that point away from the sixteenth century, in particular 
the functional and harmonically supportive bass line. One 
would not encounter third modulations in a work by 
Palestrina that one finds in this work. Titcomb's use of 7-
6 and 4-3 suspensions, nota cambiata, passing tones, and 
neighbor tones however, are 
sixteenth-century motets; his 
resolution of those dissonances 
all typically found in 
careful approach to and 
follow the common practice 
from that period. He was careful to write melodies in a 
mostly step-wise manner except in the bass, with a leap in 
one direction usually followed by a step in the opposite 
direction. The range of the individual voice parts, rarely 
exceeding an octave, is also in keeping with late 
Renaissance practice. 
"0 Sacrum Convivium" (1936, unpublished), reproduced in 
example 6 Cp. 84), is another characteristic example of 
Titcomb's motet style. One can again see how the individual 
voice parts proceed mainly in step-wise motion, and are 
contained within a range that rarely exceeds an octave. If 
a line leaps in one direction, the leap is always followed 
by stepwise motion in the opposite direction. Similar 
features are also found in his unpublished motet "O Quam 
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Suavis" (1936), which was dedicated to the choir at St. 
John the Evangelist. 
Example 6: 0 Sacrum Convivium 
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Theodore Marier told a newspaper correspondent: 
The vocal lines of his compositions are 
always true songs which, when assembled in a 
choral texture, produce vibrant sonorities. 
There is craftmanship, to be sure, but there is 
more in these compositions. There is, too, the 
element of universality.10 
Also belonging to this stylistic period is the "Panis 
Angelicus" (1938), a quiet piece intended to be sung during 
the Communion (see example 7, p. 86). It is a short 
strophic work written in a hymn-like manner. The piece 
opens with introductory material on the organ, which then 
doubles the choral parts, and is alloted an interlude, 
[between the two verses in mm. 21-24), derived from the 
theme. 
In later compositions Titcomb reverted only 
occasionally to his unaccompanied motet style of the 1930"s, 
for instance in the "Ave Verum Corpus Natum" of 1951 which 
was published again in 1968 to English words. "Antiphon of 
Spring", (1953) was also written in the "motet" style on a 
text adapted from the Song of Solomon for the Vesper service 
on Easter evening. The chord progressions are of utmost 
simplicity: diatonic harmonies are used in conventional 
relationships, so that the style is more straightforward 
than that of most hymns found in the hymnals. The voice 
10 Robert Taylor, "Organists Honor Everett Titcomb," 
Sunday Herald, January 4, 1959, p. 24. 
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Example 7: Panis Angelicus 
Pear, i I ""rCCA.• © &.:J~. 
,_,,,,,~~- ?hr-/xi,-n,s ~ (U.+ -
~ - - ~ Se. 1t1r-ta. d,.,..,e,. n,,fo p..d.. - &-~ ~ ;;,..f..a.ft.. f•s. 
~ 
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parts are completely homorhythmic 
range; the outer parts.rarely 
and are very limited in 
exceed the limits of an 
octave, while the inner parts remain within a perfect fifth. 
Another motet from this period is "Praised Be the Lord" 
(1952), which can be sung unaccompanied or with an organ 
part that basically doubles the choral parts, occasionally 
filling out the chords. Other motets in this style are 
"Hosanna to The Son of David" (1953), appropriate for Palm 
Sunday, and "O Be Joyful in the Lord'' (1954), which contains 
the Introit-Antiphon for the third Sunday after Easter. Two 
works in motet style that use Introits are "O People of 
Syon", (1955) which both quotes and paraphrases the Introit 
chant for the Second 
Sunday in Advent, and "Rejoice Ye with Jerusalem", (1955) 
the text of which was taken from the Introit for the Fourth 
Sunday in Lent, Laetare <Rejoice) Sunday. The latter work 
is recommended 
of 
only for a well-trained choir, given the 
many imitative sections and rhythmically presence 
demanding passages. "Let The Words Of My Mouth" (1959) 
utilizes a text from Psalm 19:14; it is a brief work of only 
twenty measures, intended for use as a Response during the 
service. "Sing We Merrily Unto God Our Strength", (1959) 
features hemiolas which carefully follow the rhythm of the 
words. Titcomb also used dynamic contrasts to highlight the 
text; the opening is reproduced as example 8 Cp. 88). 
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Titcomb continued writing in motet style during the 
last decade of his life in works such as "Behold, 0 God Our 






Compo§e4 for my good friend;, in Ceurge YaJton'e Choir ut, •~rlnity r:11w-ch, Dvet<m. 







llllG t/1 ,t&MJL'/ llVTO GOO OUR J11l~~ 
:;-
5/,,, ~- Sl"j W• m.r--.-,~Ly, 
~~ ;, 
S,,, we.,_ J,.,, we., mt.r-ri·/y, 
~_:-- -:, I 
s,-,,, we-,_ 5,,,, ..,. ,.,er-ri L't,--
.,. 0:.-:::: ~. ., r--,_' -c::: 
~ r • I 




'--' ..___., s,·,,, we_ si-,we. nier-ri- l'j _ sm, we-
(jg 
=== 




s,·.,,, ____ s,nJ i.e. 
, 
-~- ··t==l 
me-r-.,-;. l"/, _ S1n7 we 
I•· I -~ • 
mer - .,.,-• l :;-:-=::.. 
, 
~-\.t--~-~ 
JC---'-G-_•..::.ol;..:L_ 1.o U-od.. o..-f 
:..:=:.::...::.::::::--
__ ·-t:.~ .. ------ -· l_-_ -----------· 
un - our 
Defender" (1961), and "O Hearken Thou" (1961). "The Spirit 
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of the Lord" (1962) was written for Dr. James Houghton and 
his Boston University Seminary Singers, then a men's choir. 
When Dr. Max Miller, FAGO, took over the group, women 
seminarians were singing in the choir; with Titcomb's 
approval, Dr. Miller made a four-part arrangement of the 
anthem for mixed chorus, which is given as example 9 Cp. 
90). Miller kept the original dynamic and tempo markings, 
but he did rewrite some of the inner voices in order to 
adapt the work to the sound of a mixed choir. 
"This is the Day" (1962), based on a text from Psalm 
118, is a brief motet of only forty-seven measures suitable 
for Easter or Thanksgiving. The double-dotted rhythm used 
to highlight the speech patterns places the text in 
particularly sharp relief. "The Eyes of All Wait Upon Thee, 
O Lord" (1964), another Thanksgiving anthem, draws its text 
from Psalm 145, which is set syllabically. There are 
several text repetitions, a device employed by Titcomb to 
make the words easily understood. The final A section, a 
setting of the word "Alleluia", begins with the opening 
gesture, but cadences after only nine measures. 
The Thanksgiving anthem "O Give Thanks Unto the Lord", 
(1964) has a text taken from Psalm 150. The tenor line 
begins with a psalm-tone intonation which includes the 
triplet figure that subsequently dominates the piece. The 
texture of this piece is unusual in that the soprano line, 
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Example 9: The Spirit of the Lord 
T•xt: 
Luk• 4 : 18- 19 
Composed for the Seminary Sin11erA of An8ton llniveraity 
Directed by Dr, James R. Houghton 
t. 
Everett Titcomb 
(Revi•ed Standard Version) 
) 
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which continually employs the triplet motive, was written 
in a rhythmically free soloistic style, while the other 
voices act as an accompanimental chordal support. 
"Lead us, Heav"nly Father" (1965), the last known work 
that Titcomb composed in the a cappella motet style, is a 
Lenten piece, on a text written in 1821 by James Edmeston. 
This work is different from the other pieces in this group 
because of its lack of imitative counterpoint and rather 
inert bass line; thus, it is more like an unaccompanied 
hymn. 
The next group of anthems to be considered are those 
with organ accompaniment which emulate post-Oxford Movement 
composers of English church music and adhere to a manner 
that Titcomb called the "Cathedral style".11 Titcomb's 
admiration of these composers is clear from his words quoted 
above: his emulation of them is a constant in his organ-
accompanied anthems. Titcomb wrote that Stainer, Goss, 
Martin, West and others composed "flawlessly, in the idiom 
of their day, music eminently suited to the needs of choirs 
and Services ••• " 12 The style of this group of anthems is 
related to that cultivated by Anglican composers such as Sir 
John Stainer (1840-1901), Healey Willan (1880-1968), Eric 
11 Everett Titcomb, A Choirmaster"s Notebook, (Boston: 
Schola Cantorum Publications, 1950), p. 17. 
12 Ibid., p. 17. 
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Thiman (1900-1959), William Harris (1883-1973) and Martin 
Shaw (1875-1958). 
The vocal parts in Titcomb's Cathedral style anthems 
are not very technically demanding, nor do the r~nges of the 
voices exceed an octave. There are few dissonances, which 
are, in any event, always carefully prepared and immediately 
resolved. These works are most commonly written in ABA 
form. The organ frequently opens with the theme, which 
supplies material for interludes. The accompaniments are 
often more difficult than the vocal parts; the organist must 
be able to play thick textures, containing doubled thirds 
and octaves in a legato style. Because the organ is always 
a strong support to the singers, the frequent dynamic shifts 
require many changes. The vocal writing proceeds either in 
a homophonic hymn-like style or in unison; occasionally an 
imitative section appears. The middle sections are 
sometimes sung unaccompanied, in a slower tempo, and contain 
many rubato markings. Often this section features short 
solos for different sections of the choir to be sung by a 
single chorister if at all possible. The last part of the 
work is always a variant of the first section, with an 
occasional short coda. 
When Titcomb was asked by a choir member why he 
departed from his compositional style of the 1930's, his 
pragmatic answer was that he could no longer find a market 
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for the music that he had been writing, and knew that this 
Romantic-style music was more marketable.13 It is likely 
that some of what Titcomb wrote was for profit and not 
intended for performance in his own church. 
In 1938, Titcomb wrote what is probably his best-known 
anthem, ''Behold Now Praise the Lord", for mixed chorus and 
organ. As a relatively obscure composer in the 1930's, he 
naively sold the rights to this piece to B. F. Wood Music 
Company for a paltry $25. Though it was his most popular 
work, he received no royalty payments for it until 1959. 
His assistant and successor Sally Slade Warner reports that 
Titcomb detested the work as a result; he would fly into a 
rage at any mention of it.14 "Behold Now, Praise the Lord'' 
was commissioned for the re-dedication and centennial of 
Christ Church, Houston, Texas. It was published in several 
versions, SATB with organ, TTBB with organ; and SA or TB 
with organ. The version seen in example 10 <pp. 94-110), 
with a trumpet descant, has not been published.15 In this 
work, given as example 10, several compositional techniques 
13 From an interview with James Lees, Camp Hedding, 
Epping, New Hampshire, on July 10, 1987. 
14 From an interview on December 23, 1985 with Sally 
Slade Warner, his assistant and successor. 
15 Transcribed by Robin Van Duzee from the record, St. 
Paul's Cathedral Choir Sings Sacred Music. Fleetwood 
Recording Company, Revere, Massachusetts. BMC 5059. 
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characteristic of this period are utilized, thus it 
Example 10: Behold Now, Praise the Lord 
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examination in greater detail.16 
Since the opening text and music appear at the end, the 
piece assumes an ABA form. The opening of this anthem is 
dominated by a broad, sweeping theme that recurs in m. 25 to 
round off the A section. Since Titcomb was intent on 
getting across the meaning of the text, he tended to treat 
it in a declamatory fashion. The A section contains 
relatively few words which are repeated often in several 
ways: mm. 12-13 are free imitation; and mm. 25-30 proceed 
in unison in the lower three parts, lending clarity to the 
words. The middle section contains the bulk of the text, 
whose comprehension is assured by the a cappella rendering. 
Titcomb's handling of harmonic and contrapuntal 
relationships in the opening A section, mm. 1-40 will be 
examined next. The introductory gesture played on the organ 
and trumpet overlap slightly with the unison choral 
entrance, supported by the same instruments in m. 3. The 
opening chords in mm. 1-5 of example 10 are typical of 
Titcomb's straightforward harmonic language; the progression 
found here is repeated almost exactly each time the main 
theme returns. The most daring harmonic device used in the 
A section is an occasional secondary dominant. A section 
devoted to material which does not appear again in the work 
16 In the example, the version for mixed chorus, organ 
and trumpet is given to avoid infringement of copyright. 
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follows from mm. 6-24. There is a small amount of 
imitation: note that the soprano part in m. 10 is repeated 
by the tenor on the last beat of m. 10 and m. 11, and the 
rhythm of the soprano part on m. 13 is imitated in the tenor 












at all Titcomb's style 
imitative, he 
accompaniment to make it easier for the choir to sing. 
organ 
The 
main theme returns in mm. 25-27, this time sung in unison by 
the alto, tenor and bass, while the sopranos sing a descant 
above it, followed by a sequential extension from mm. 28-30. 
A transition consisting of a block chordal statement, mm. 
31-40, moves to the dominant of e Minor, preparing for the 
middle section. 
The B section, mm. 41-64, contrasts with the A section 
in several respects: it is for unaccompanied voices and the 
dynamics range from pianissimo to mezzo-piano, while the A 
section has mezzo-forte to fortissimo markings. The voices 
carry long sustained notes in a four-part, basically 
homorhythmic texture, giving the impression of a slower 
tempo. From the beginning of the B section the tonality 
moves rapidly from E minor back to the dominant of G major 
on m. 48. Titcomb's flexibile motion between the tonalities 
of G major and E minor at the beginning of the middle 
section is matched by a fluctuation between B minor and D 
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major from mm. 49-64; all of these key relationships 
constitute a free exploration of diatonic tonal areas within 
the key of G major. The last note, f sharp on m. 64, is 
interpreted as the third of the d Major triad at the 
beginning of the A' section. 
The main theme returns with the A' section as an organ 
interlude from mm. 65-68 in the key of D major; mm. 69-72 
constitute a modulatory bridge back to the original key of g 
Major. The choir enters with the theme at the upbeat tom. 
73. The work ends with a chordal, homorhythmic section 
written in longer note values; a motive derived from the 
last six notes of the main theme appears in augmentation in 
the organ part at mm. 89-90, while the chorus sings the 
theme at mm. 93-94, also in augmentation. 
By 1940, Titcomb had sixteen choral works in print; 
this seemed to encourage him to increase his compositional 
activity during the decade that followed. As more works 
were published and modest royalties came in, he felt 
encouraged to write more music.17 Titcomb's anthems had 
sold well, in part due to their exposure on nationwide 
Sunday morning television broadcasts of the Mormon 
Tabernacle Choir. In 1941, Titcomb was appointed Dean of 
the Wellesley Conference, after having directed its chorus 
17 Bonney, op. cit., p. 31. 
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for four years; he composed "Alleluia. All The Earth Doth 
Worship Thee" (1941) for that year's Conference chorus. 
Titcomb dedicated another work, "Eternal Praise" C 1948), to 
the Wellesley Conference Chorus. 
Titcomb dedicated the Easter anthem "Come, Ye Faithful" 
(1942) to his choir at St. John the Evangelist. The middle 
section of this work <mm. 42-66) makes use of an exact 
quotation of the alleluia melody from the Proper of the 
First Mass of Easter, given in example 11 Cp.114). CI n the 
Example 11: Alleluia 
C 
• 
Al-lo la • ia. 
,, 
published version of the anthem, the composer instructed 
that the melodic line should be kept unbroken and that the 
singers should not take a breath at the same time.) This 
theme first appears in the bass part, while the tenor is 
given a contrapuntal line above it; the chant theme is 
presented again, this time a fifth higher, sung in unison by 
the basses and tenors, while the sopranos and altos sing a 
simple descant-like melody above that. Each time it is 
presented, the theme is accompanied by a two-measure 
chordal ostinato consisting of the first four notes of the 
piece in the organ part. The chant theme marked 
espressivo, is given in the organ part at mm. 57-62, and 
returns again at the end of the A' section sung in unison, 
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thus unifying the work thematically. 
The strophic carol-anthem "While Shepherds Watched" 
(1943) was written for soprano and alto. Titcomb noted in 
the score that he used "ancient melodies" and the tune 
"Winchester Old'' from the Hymnal 1940. The last stanza is 
meant to be sung by the entire choir and congregation, with 
the sopranos singing Titcomb's descant. "Let Us Now Praise 
Famous Men" (1945), conceived in a basically homorhythmic 
style, was written almost completely for unison chorus with 
an ambitious organ accompaniment. The energetic double-
dotted rhythm found throughout this work is a hallmark of 
Titcomb's later style. Appropriately, this work was one of 
the anthems that was sung in a special program done in his 
honor at St. John the Evangelist shortly after his 
retirement; eight years later, it was sung at his funeral. 
For his anthem "Nowell" (1948), Titcomb chose words from the 
Cowley Carol Book. This is also an energetic piece, with 
characteristic double dotted rhythms that give a forward 
momentum to the composition as a whole. 
The Palm Sunday anthem, "Ride On, Ride On in Majesty" 
(1949), is a lengthy work on a text from the Hymnal 1940. 
Although the words are basically set homophonically, there 
are brief sections where the texture becomes imitative. 
J. William Jones commissioned "Light of Light" for the 
1953 University of Redlands (California) Festival, the Feast 
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of Lights. Both the words and the principal musical 
material are taken from the Graduale Romanum Antiphon "Lumen 
ad Revelationem Gentium", adapted from the candlemas rite. 
Titcomb used the chant theme in several different ways: in 
addition to its paraphrased in the voice parts, an 
unaccompanied section featuring the soprano part 
incorporates a phrase derived from the chant. Likewise, the 
chant tune appears in a thick texture in the organ part, 
harmonized by a chordal statement with 
With the return of the A section, 
statements involve free paraphrase. 
parallel octaves. 
all of the chant 
The Christmas anthem "Calm on the List'ning Ear of 
Night" (1954), with a text written by Edmund Hamilton Sears 
in 1834, was composed in ABAC form. The voice parts are 
imitative and contrapuntal; the range of the soprano part is 
rather high for an ordinary church choir, and the organ 
accompaniment is quite technically demanding. 
"Hark! the Sound of Holy Voices" <1954) is different 
from most of Titcomb's choral works, largely because of the 
use of two principal themes as opposed to one. The first 
theme, written for unison voices is juxtaposed with a 
second, hymn-like theme, written in four-part harmony to 
create a rondo structure. The first theme is restated after 
each appearance of the chorale-like section of the hymn 
tune; it is sung by a different voice part each time, while 
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the hymn-like tune states a new phrase with each entrance. 
The piece is notable for its chromaticism Csee example 12, 
p. 117). The harmonic stasis of mm. 4-6 is offset by the 
move from EiC sharp in m. 5 to E flat/C in m. 6. Likewise 
the bass of mm. 8-9 is not harmonized as one might expect, 
given its leaps by fifth and fourth, with simple diatonic 
chords, but with a richly chromatic progression featuring 
seventh chords in both measures. 
Example 12: Hark the Sound of Holy Voices 
The anthem "Sing Unto The Lord'' (1954) for mixed choir 
and baritone solo, a work suitable for festivals, 
dedications or general use, draws its text from Psalm 98. 
Titcomb wrote ''Let Saints on Earth in Concert Sing" (1955) 
for the Choir Directors" Guild of Boston, in memory of its 
founder, H. Augustine Smith. A hymn-anthem containing an 
optional soprano solo, with a text by Charles Wesley, it 
consists of alternating homophonic, unison, and imitative 
sections separated by organ interludes. 
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"To The Name That Brings Salvation" (1956), composed 
for the centenary of the Society of St. Margaret in 1955, is 
based on a fifteenth-century hymn translated by John Mason 
Neale. Titcomb harmonizes the hymn in the style of a Bach 
chorale. "The Ninety-Eighth Psalm" (1958) uses the 1928 
Book of Common Prayer version of that text. This work 
includes a baritone solo which is easy enough for a singer 
from a volunteer choir to learn. "Rejoice We All, And 
Praise The Lord" (1959), featuring a soprano solo and brass 
ensemble consisting of two trumpets and two trombones, was 
dedicated to Bishop Peabody of the Diocese of Central New 
York in 1958. 
The Christmas anthem "Unto Us A Child Is Born" (1961), 
which involves an elaborate mixture of two chant themes and 
a hymn-tune, is written for organ, 
and youth choir. The first phrase of 
for Christmas, Puer Natus Est is 
four-part mixed choir, 
the Gregorian Introit 
sung in unison at the 
beginning; half-way through the work is a short solo for the 
youth choir based on the chant Ave Maria. A polyphonic 
section of freely composed music is followed by the youth 
choir singing the Christmas hymn "O Come All Ye Faithful" in 
unison to an organ accompaniment. This is immediately 
followed by a second verse of the hymn, with the male voices 
singing the hymn in unison while the treble voices sing a 
descant. A short organ interlude follows, consisting of the 
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Puer Natus Est theme which is immediately taken up by the 
choir in a repetition of the opening material. 
The Hymn-Anthem "Thine, o Lord, is the Greatness" 
(1962), which features a solo for alto or baritone, includes 
both a biblical text and a stanza from a hymn by Phillip 
Nicolai dating from 1509. "Songs Of Praise The Angels Sing" 
(1963) is a hymn-anthem for a mixed choir with a children's 
choir; much of it was written either for unison voices or 
male and treble voices juxtaposed in a two-part style. 
Titcomb used words from a twelfth-century hymn attributed to 
Bernard od Clairvaux for the anthem "Jesus, The Very Thought 
Of Thee" <1966). It contains several short solos separated 
from the choral sections by fanfare-like interludes on the 
organ. "Rejoice in the Lord, o 1Ye Righteous" <1966) has a 
text derived from Psalm Thirty-three. The middle section of 
this work departs from Titcomb's usual practice: Titcomb 
gave the melody to the soprano, while the bottom three 
voices provide harmonic support and the organ accompanies 
with eighth-note arpeggiated figures. 
"To The Prince Of Peace" (1966) was written for choir, 
organ, and an optional brass quartet of two trumpets and two 
trombones. According to a note in the score, the trumpet 
part is based on a phrase from the English "Coronation" 
Fanfare, which adds to the rhythmic effectivenessof the 
piece. The posthumously published Christmas anthem, "Sing, 
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o Sing, This Blessed Morn" Cl969), alternates sung phrases 
with fanfare-like passages played on the reed stops of the 
organ. 
The last group of 
stylistically similar to 
wrote several hymn-based 
anthems to be discussed is 
the "Cathedral style. Titcomb 
anthems, often with fanfare-like 
passages for the organ, in which the harmonic rhythm changes 
slowly; these 
for a large, 
traits make these works particularly suitable 
reverberant building. Although Titcomb's 
harmonic language remains the same, there are several other 
features that warrant attention. The "fanfare" anthems 
usually consist of an alternation of two or three measures 
of organ solo with either men or women singing a hymn-like 
phrase in unison. Sometimes the entire choir has a phrase 
that is sung in a largely four-part hymn-like manner, which 
is separated from the solos by short organ interludes. 
These anthems are not at all difficult to sing because the 
organ always doubles the voice parts. 
"Benedictus Es Domine'' C1955) has been singled out of 
this group for discussion Csee example 13, pp. 121-28). 
Each phrase of the hymn-like tune is preceded and followed 
by a short organ interlude. The generally simple rhythms 
follow the speech patterns simultaneously in all of the 
voice parts. The first five measures of this work outline a 
I-V/vi-III-ii-V-I chord progression; which, though 
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relatively simple, takes on an "archaic" character by 
including a non-functional move from a dominant to a sub-
dominant chord, Cwhich recurs in m. 22, 24, 26, 35-36, 59-
Example 13: Benedictus Es Domine 
Btus-ti art t(,~u, 0 i.cnt 
I ------1-- - 1 fL=R-=ft'=ft4 
131.lss-'--'/2,!"C rfi,,,, 0 L.ord. 
<n.ci ,f •14T Fa-ttcr, : ~,- e,J. a,- e.,,..-.zit• ed. a•bc.1, oJ.l - for ti/• e,,-. 
" ----=:: Ao ' r _,-_. :-~tEg •'M • 
122 
.r -·_ , 
~ 
I BLtsf-ul art t!,~u -Ir,,-~ {'{QW!C .-f t/.J Ma.-jts·l:.j: prois. -.rt uol Cl' . ' -. ~ 
■ ■ - -- - ■ J 131.us-t.i aYt ~" f"" tic, fui111c. cf t(.) ~14. y.s-f_y , ~J-~a,,.e,-. 
. t 
~ ~ ~ ,-, -~ ~ ■ ■ - -. 
' Blus-ea 11-l"t tu,.. f#'r d,.. lt(a,,,t- ~ ~ Mo.-jts-~; fo1PJ&-dQwi I. - - -■ - .....:.. - A .. ~ ~ --.. 
l?>Lu,-cd 4 .. t tf.""' ~ tf#, frtuwt 1 ~ Ma -)',·ty : fn-,'s-e.i -~,,,. ,- - ,,....,, 
l ~ . ~ -
J 1- f 
,.. - 1..- ~ -r· - '(I-' -t7 ,, .. 1· ' f ~ '; ;J I r I I -r j J ,; I ,J _, ~ 
I •• ■ - I r r· T' r r 
-- - ~ - . -. ~- u a-b,~~ ~LL ,,_,. e11- er. 
I\ 
~ 





~-td,a-lw" tUl - fin' Blus•e'1 o.-.,./:' ev- "'. 
. - • 
... aLt-tJ. IJ,~ au. - 1" - ~1.4.~s-eJ a.,-t e11 - er. 
II J I ,· I I I ~ 
~ 
, -~ 
' '(1 ,,. ~~~ r ~>- ~ 
-.. 
j 
~ J.. j J,-J_ j J 11J I 1 . ~ - - ~ -~ ; ~ -· 




























r I f__,. 
a 
'f . ~ I~ T7 I~. J. ◄~- ~ J. 
~ 
~ -· = + @· T .,~ 
-






n . .,,. - .-- J ~ - - ■ n • n v-
= . ' 
' 11,¥1d,.. dwelt•est b•· ~ &,. °'6-TU-bir,,: rnu:S.uwc~ -
I'\ - z. ~ - . ~ ~~--
' - ai,,,:I. ~-11t be-°""" d.• O.c-N•bim: - ~s-ed a""~-
II . "" J: 
• !Ul6 l(w,i,[-est be.-~ d.c. Q,c.-n1 -b,m : - ,p,a,4s-ed aid t)' 
"" l'r - ,...- ----... -- y 
~ 
... 





.;;: - v-~ 
=r--~ vrT~ I~~ T _, 
I J J I j j I 
- -
_"?r' 1>7 I '@I 
at.- u£ a-/»11• a.ii -- J,t;r e .. - •Y-. -
I I"' I ..-. I I . . •n 
~ 
= = 






~,:,, r J J I r e-r r c Ir r · I .i ql ; r I J J l ; I 
au,"' "" t(,,- ~11-~ ~ ,f d.7 K,~-d•-: pro4-Ai ~ ~-;c#• fd a-J,o11e-
& ,', r r r I r c r ~ , I r r · I r r , , I r r ij ; ~ ! 
I ti.(!u ~11 4,., ,4-~• d..& ,f ti.,,-Jc.~,1 .... : pra;~-kL 41fl ~•alt- ta q-one.. 
- - - - - . ~- "" 
... 
~ d,c. ~-r:j,11• efcn,., J-r/,y li,"1-"'"': fn'D'.i. • t.i awl itt-al.t • ,~ a ·4'11ve. '"' 
' ,_' .• , j .-J -., ~ - ~ ~ 
' r If 
, I I 
,.j 4 ..I J. r .cl ~ -4 .-: .1. ..! .l -i l ~n 
~ 
V 
@ lr ~-tJ- ~ r r - "" -~ ~ ~ 
' a,l,l_ ,~ ..,. '". 'Bus,-r,t. a.rt ti..~ ,it ~e fi,-.,,..,,,, .. t '} ••: 
~/, V ; 
! jJ : f i • ; I 7· ~ t I , ~ r ~ 1111 I Q 
a),L _ fr,- Ill• e,-, ~lm- ed. a,,rt" -d.,"' '" .,/.c. f,y. ,,,,,.."".r-,f j,,,,_,i, .. ij I rm~ ; I l ,; 6 J l r I f'. : ;1 r ; ; r I " I I l) 
a,,IJ, _ j.,. e11-e-r. 'BIM, -,~ 1t1-f rft,u ,;, ~e ftr--•~(;,f" f he.iv;.,.: 
Ir . --· ---· -. - . ~. . ~ 
.... alt- far 13L e-JS -Gf.. a rt f1i4,.; 1;. ,t;c. ftr-•111a•111fki ,f hMv;,: ev- er . 
I - . . I .,,.t"f' I, ,.. I I ,.. ,, 
( I 
~ - c· . 
.ff¼ 
- r I 
' +J, I I I .. J..; j_ 4: ..L ..a . l • . I 
- - - ~ I 
~ -I - - it f' I I --r 
126 
...... -A- ,. - . - -
,-it. 
r . - - w I - --
-. 
}tci1- r,t ,,,~ f:1'•al:t• '"' a•l,c11e. atL-. - for- ~v- e,-. 
" T",t. I':'\ ~ . - - -. -
I /;, 1•is- 4t tr;li ,,._ &1/t-1/,tt' a-f»vrt- a.LL-. -
-/r,r --
er. 
.. - ...... ~t. ,... w • . - - . ' - . -
' frtU"s ·4'. 41,i ~-.ft. -<Ji ,t•i,011~ a..'-'. -1-rr ev• er. -. ... - I':'\ -· - ---- -. -- ~ ~ . 
I\ /Jrq/J• ,-t. a,w: ~- ,,U. ~~ a- i.ve a1,1- -- f,,,, ev-e~: 
~ I r, ,.,I I r-- I I J I I"':'\ - ~ , - - M 
1.-6>'--"- . ~ 
J 
¼±~ r 
l l I r.-, Jf-.-LL 
--t' . :t .l..J- lJ-J .J. J .. I .i - A f:" -
r I -r I T 0 --.r 
1-.. r~. ~ ff 
" -~~ ~ 
J 
file. ry I» to d... FA· tlr.r, th.ti. t. +I.~ s-. 11iut t.-d.• Ho-t,., 
~ 
' -
~ ~ ~ 
r ~ 
J (ii,. ry bt, ,t., t{.& F"11,.-~,.j Q...}. &,,., 5o.,, ~ t> ti,., !+11 • Ly ~ 
,J. --_ - - w w 
• P,/,. ht b.-11 t(.. ,:-,.. r(.,-r, ~-t. ti,.&, _);... I ta£ 1-~1-1.,. - -f •• . - -- - .. ,_ .: ,-,. 
II (;J,.. '":I oc t.;,.. Fil- tl.o-, 4,ut r. i{. C. .s.. , """ tr -$11-H,. ly 
~ ... "-'• ' u 
n ,. 
" - ~ J 
r/ 
j- t j" -..- - -!I ~ I~ 1-1 I ..J I I ..1 J I I I I I I I I I -~ -- = -
u 
+ :;: ' r f -. 1 
127 
N it wo.s I~~ be.-3,;. • ,.,, /! ,, ..... a,,,i "'1-11" W b#: 
,,..---
,, -~ (r~ti't. As if WU 
@:A l J ~ e. : ,r h e. 
in~ b<.· ,i,.. 11i~, is ff••,;,..;. w- k sJ-,i o.: 
ffr !r :r ·J Ir : ; r le r I 
~ost. A6it' WM 
~ /."' I J ' -, ~ - ~ 
J -r r....,r-r I,_. r ~· -- ,l J I ,11 J ~ I j _j_ _l_ J. .A - ·-~ 
,_ @r '1 Ti 
.. --..... -rit ..,c,t,t"o 
\ 
- ----"' . 
J MIOrl.d. _.,;ti,. out ~J-. 
I\ tit. -U-o 
~ . = 
~ C .. 
J 'tllVTla. w,K..o,.;t W' 4.MJ- • 
" - ... r.-Lr., ' . = 
J 
W11'Tl(t w;f1v "'61" t'M-' . 
T;r. -M, - ..... -- . ~ 
~Id. wi~-o .. t ~-
,.. I j ,J ,J I -' 
1' 
.. - ~ 
I I. I ~ ♦- -~ • + ..L 1. '1: 1. ~,,t __ J. 1o...l 1.,.--.1 
~ - ~ -n ,. --... 1 -
128 
. - , - ,... ~ -
J A - - - . - t,,,-.H, A· - - - - '" .... 
" L f . -
,I A- - - - . """"· A - . . - ,,.~ ... - -. ' 
~ 
J A· . - . - . it, t;I\ I A . - . - - ''" ... -- ' _, J - - -~ A· - - - ~ "''", A- ---- - - - l'l!tl!. 
Pl - . - ,., -,n u -
I - I -==== ,-,r. •I :,4,;& . ... ..J. -:it. * + • -· - -~ -.._ r F \ ...:/fr.. 
C!_o) ... 11 ' ,., -,.,, .. - ,.,.._ . -
;: 
I ' I 
!$•'' 
,-.. 
~ 2 I 9 I - I - I ""' I - l - !I 
.. -·-·---
' "."' . 
J - ···--
I'"\ - . • u - .. 
r- - -
t-, --,.. r., O· ,,, - -
' ~ - .;; - -- -J 
/f ,J. 
- 1/z. l r.i . ....l _Ji_ ,.J ~ ♦- ♦ ·,..,---,. 
~ 
~ = ~ 
129 
60). A turn from the tonic E flat major to its relative 
minor occurs from mm. 5-10, but E flat is restored in m. 11 
and firmed by a half-cadence on B flat in m. 12. This 
fluctuation between tonal centers is continued throughout 
the work. His use of short organ interludes to separate 
sectional solos, a prominent feature of all of his anthems 
of this style, can be seen from mm. 22-32. The "Benedictus 
es Domine" of 1937, also set to an English text, is written 
in the same declamatory hymn-like style. 
The Second World War was the inspiration for the 
"Victory Te Deum" (1944). Titcomb's own choir had dwindled 
to two men because all of the others had joined the armed 
forces. Titcomb thus dedicted this work to those who were 
contributing to the war effort: 
To the men and women--Organists, Choir 
Directors and Singers--now serving in the armed 
Forces of the Nation, with a prayer for their 
safe return, this work is gratefully 
dedicated.18 
A note at the bottom of the score mentions that the Te Deum 
themes taken from Ambrosian chant are altered and freely 
used CTitcomb's source is not identified). Titcomb also 
combined this chant with the bugle call "Taps". The rhythm 
is that of a slow march, representing a grand procession of 
18 From the score, Victory Te Deum (Te Deum Laudamus>. 
Published by B.F.Wood (1944), p. 2. 
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the Redeemed in heaven.19 The work was well received; as 
Titcomb wrote to a former student who wished to perform it: 
••• I'm pleased to know that you have the TeDeum 
[sicJ. Take it fast -- 2 beats to the measure, 
and lots of organ throughout. It sounded fine 
at the Advent here in Boston. They did it at 
their 100th anniversary service, with Incense-
swinging and all that. I got a kick out of it 
myself! But it has to go rather faster than my 
M. markings. Bishop Sherrill told Johnson (the 
organist) he thought it was the best Te Deum he 
had ever heard!!! When you do it, let them 
shout beautifully!20 
Chester Bonney noted in his diary that it was the fifth 
best-seller on the list of Titcomb's anthems.21 
was also quite impressed with this work: 
Max Miller 
••• we had sung many of his compositions in the 
University Choir and were particularly fond of 
singing the Victory Te Deum which will be sung 
here this evening. The University Choir was a 
large one, of about 100 students, and the Te 
Deum had been orchestrated by a roommate of 
mine, a fact which caused Dr. Titcomb to 
comment with typical modesty, 'I can't believe 
that anyone would go to all that trouble for 
this little piece of mine.' Nonetheless, he 
was pleased to hear it and it did sound 
grand.22 
19 Program notes from the May 5, 1963 concert given in 
Titcomb's honor, at st. James Church, Amesbury, 
Massachusetts, p. 3. 
20 Correspondence from Everett Titcomb to Phillip 
Malpas, dated February 1, 1945, p. 1. 
21 Chester Bonney, "Recollect ions of Everett Titcomb", 
Epilogue, a privately circulating manuscript, p. 2. 
22 Max Miller, For the Everett Titcomb Centennial 
Celebration. An address given by Dr. Max Miller, FAGO, 
Chairman of the Organ Department at Boston University, at 
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"Jesus! Name of Wondrous Love'' Cl947> was written by 
Titcomb in return for a favor done for him by Roy Carlson, 
who fixed Titcomb's oven door at the cottage at Camp 
Hedding. In response to Carlson's request for an anthem for 
his Episcopal boy choir at the Church of the Holy Name, 
Swampscott, Massachusetts,23 Titcomb reportedly dashed off 
the piece in two hours.24 He was not planning to have the 
piece published, but Carlson's choir and congregation were 
so enthusiastic that he finally submitted it to B. F. Wood. 
The sales were modest until the Mormon Tabernacle Choir used 
it on two televised Sunday-morning broadcasts.25 The 
anthem rose to instant popularity and is still much used 
today, having been sung on the Mormon broadcast as recently 
as 1986. This composition is relatively easy for the 
average church choir to learn because the theme of the 
opening bars is repeated often. The soprano part 
occasionally acts as a descant, supported by an unobtrusive 
organ accompaniment. This work marks a turn to a more 
Romantic style. witness the use of the swell expression 
the Church of St. John the Evangelist, Boston. on the 
occasion of the Everett Titcomb Bicentennial CsicJ Festival, 
All Saints Day, November 1, 1984. p. 1. 
23 Bonney, op. cit., p. 2. 
24 From an interview with James Lees, Camp Hedding. 
Epping, New Hampshire, on July 10, 1987. 
25 Bonney. op. cit., p. 2. 
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pedal on the organ, indications of rubato through several 
tempo changes and ritards, and modulations that occur 
frequently throughout the work. 
In 1950, the year of Titcomb's fortieth anniversary at 
the Church of st. John the Evangelist, the entire autumn 
issue of Cowley magazine was dedicated to him. Wallace 
Goodrich, who was the director of the New England 
Conservatory, wrote in the article "Outstanding Composer": 
Forty years ago the music of our Church 
presented a singularly eclectic aspect. Unlike 
conditions in England during the past century, 
such church music as had been produced by most 
of our American composers ••• consisted largely 
of anthems ••• favored in the denominational 
churches ••• The yearning for a type of music 
truly catholic in the spirit of the Anglican 
liturgy was yet to be rewarded by any 
substantial contributions ••• He [Titcomb] has 
enriched the repertoire of Anglo-Catholic music 
by many compositions of singular effectiveness, 
both for choir and for organ. The choral 
compositions, while avoiding the prolixity and 
textual repetition of so many Roman masses of 
comparable character, exhibit an innate sense 
of the spirit of Catholic music which may well 
inspire the ablest of our young musicians to 
further effort along the same line ••• 26 
Shortly after Titcomb received this glowing account of 
his masses and motets he began writing anthems that were 
favored by the "denominational churches" mentioned by 
Goodrich in his article. In light of the fact that he was 
retired at that time, it seems obvious that Titcomb was 
26 Wal lace Goodrich, "Outstanding Composer," Cowley, 
XXIII/91 (1950), pp. 79-80. 
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looking for sales. His "Jesus! Name of Wondrous Love" 
became so popular that it was clear he would be able sell 
more music of a similar character. By 1950, Titcomb had 
produced nearly a third of his total output of choral 
compositions; much 
the 1950's, but 
during those years. 
of his choral music was written during 
his style did not significantly mature 
The same patterns and compositional 
procedures that one finds in the earlier works are still to 
be found in his later ones. 
"God Is Gone Up" (1952), whose Proper melody and words 
are taken from the Graduale Romanum, was written for the 
Feast of the Ascension. There are several fanfare passages 
in which the organ imitates a trumpet by playing in an 
arpeggiated, staccato manner. The rhythmical passages on 
the organ are matched by the choral parts, which have dotted 
rhythms marked con moto. 
Titcomb used a fifteenth-century Latin text that had 
been translated by Benjamin Webb for the anthem "O Love How 
Deep" (1952), which generally adheres to the same style as 
his earlier work, "Jesus! Name of Wondrous Love". The 
anthem "A Morning Hymn" (1955) was written to a seventeenth-
century text by Thomas Ken. 
the limited ranges of the 
It is easy to learn because of 
voice parts and its hymn-like 
texture. The organ which basically doubles the voice parts, 
plays a fanfare-like introduction and interludes. The last 
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two phrases of the work feature the higher registers of the 
voices, creating a climax, supported by a thicker texture on 
the organ. "The Lord Reigneth" (1956) has a text suitable 
for the feast of Christ the King taken from the ninety-third 
Psalm. Titcomb utilized fanfare-like passages throughout 
the piece on the organ to emphasize the festive text. The 
choral parts are often doubled, creating a unison or two-
part texture. 
"The Strain Upraise of Joy and Praise" C 1960) was 
written for four-part mixed and treble choirs which 
alternate antiphonally. Although the treble choir part 
doubles the soprano line for the first part of the anthem, 
it is allotted a substantial solo for the entirety of the B 
section. 
Despite his failing health, Titcomb managed to publish 
thirty-one choral works between 1960 and his death in 1968. 
"Adeste Fideles" (1962) allows for performance in either 
English or Latin. Typically for works from this period, it 
is scored for organ, soprano or tenor solo, and a brass 
choir consisting of two trumpets and two trombones. When 
the work is sung in English, the congregation can join in on 
the last two stanzas. The anthem "Christ The Lord Is Risen 
Today" (1962) calls for mixed chorus, organ, and two 
trumpets, which play fanfare pasages throughout based on a 
theme adapted from the Plainchant Proper Alleluia for Easter 
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Day. Each phrase that is sung is followed by a short 
interlude by all of the instruments. 
"Hymn of Gladness" (1962) is characterized by strong 
dotted rhythms in the voice parts supported by slow chords 
played on the organ. The fanfare-like organ interludes give 
an overall effect of grandeur. The hymn-anthem "I Will 
Always Give Thanks" was published in two versions, both in 
the key of D major. The first version (1962) is for a four-
part mixed choir, while the second version (1965) is for 
soprano, al to and baritone. "O for a Closer Walk With God" 
(1962,) a technically simple anthem with a soprano descant, 
can be used at any time during the church year when there is 
no special feast. The choral parts are hymn-like in 
texture, range, and harmonies; much of the anthem consists 
of duet textures with organ accompaniment. 
"The Lord's My Shepherd" (1963) is a set of variations 
on the hymn tune Crimond. The publisher's note mentions 
that this work is a metrical paraphrase of Psalm Twenty-
three from the Scottish Psalter of 1650. Included is a 
descant and a short tenor solo, which is based on the hymn 
tune. The organ basically duplicates the voice parts, which 
contain little imitation. The anthem "Herald Of Good 
Tidings" <1964) is to be used during Advent, on festival 
occasions, or for concerts. Included are two optional 
trumpet parts, which are rhythmical and fanfare-like; when 
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the brass is used with the choir, it doubles the women's 
voices. There is a short section for trebles largely given 
over to a unison melody that can be sung by a children's 
Lord Is My Strength" <1964) choir instead of women. "The 
has a text taken from Psalm 118. The basically unison 
texture of the four-part choir alternates with solo sections 
sung by all of the men, which are answered by similar 
sections by the treble voices; each phrase is linked by 
organ interludes. 
"The Souls Of The Righteous'' (1964) is suitable for All 
Saints' Day and memorial services, as the text is taken from 
the Requiem and the Biblical Book of Wisdom. Titcomb 
highlighted the text in this work by indicating a slower 
tempo and piano marking for the short soprano solo on the 
words "but they are in peace" at m. 35-37; those words are 
immediately repeated by the choir, this time with a ritard 
and diminuendo marking. 
singing a chant-like 
The piece ends with the choir 
setting of the last words of the 
Requiem Mass pianissimo; the last note is held for twelve 
beats, dying down to a triple piano, as if to signify the 
departed soul, slowly disappearing. 
"Thanksgiving" (1965) requires a brass quartet 
consisting of two trumpets and two trombones, featuring 
several fanfare-like interludes for brass and organ. In 
"Alleluia! 0 Come, Let Us Sing" (1967), on a text from Psalm 
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ninety-five, the choir sings largely in a unison and 
homorhythmic style. The organ part, which basically doubles 
the choral parts, fills out the harmonies during the unison 
passages. "O God, Our Help in Ages Past" <1967) draws its 
text from a 1719 hymn by Isaac Watts; it calls for an 
optional trumpet part that is printed on the last page of 
the score. Titcomb used the complete text, but the hymn-
tune is only utilized for verses one, two and six, while the 
others feature freely composed music. "Christ, Whose Glory 
Fills the Skies" (1968) is a hymn-anthem with an optional 
solo trumpet part; like many of the anthems of the 1960's, 
this final work again has many fanfare passages, which are 
more effective when the trumpet is included. 
Titcomb transcribed "Thou Must Leave Thy Lowly 
Dwelling" (1944) from "The Shepherd's Farewell" from the 
oratorio L'Enfance du Christ, (1854) Part II, sc.i by Hector 
Berlioz. Titcomb's arrangement is for a chorus of sopranos 
I, II and alto. He also arranged "Now Let Heaven And Earth 
Adore Thee" <1964), the opening chorus of Cantata 140, 
"Wachet Auf, ruft uns die Stimme" by J. s. Bach, for a two-
part choir. Both of these settings are much simplified; the 
remaining voice parts are dropped, and the organ, which 
plays a reduction of the orchestral parts, has a much 
thinner texture than the original score, thus changing the 
original character of these compositions. As this was 
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during the war, Titcomb lacked men in the choir, it is 
likely that he assumed that this problem was wide-spread. 
Thus, he created settings for treble voices to provide other 
churches with suitable anthems. 
Titcomb also wrote two cantatas for specific times in 
the church year. "To Calvary" (1960), intended for a 
performance during Lent or Holy Week, was written for organ, 
mixed choir, youth choir, reader, and congregation. It 
opens with the organ playing the Plainsong Vexilla Regis in 
octaves on full organ. This is followed by a freely 
paraphrased version of the Vexilla Regis theme played in 
augmentation on a solo stop on the Great manual. In 
addition Titcomb incorporated many other borrowed melodies 
into the work: the hymns "Tantum Ergo", with a freely 
composed descant, "My God, and is Thy Table Spread", 
"Throned Upon the Awful Tree", "O Love, How Deep", a twelfth 
century carol, and a harmonization of Plainsong in Mode IV; 
each of those tunes is featured in different movements of 
the work. The hymns are treated as four-part harmonizations 
in the style of J. s. Bach, while the Plainchant melody is 
accompanied by the organ in the manner of a psalm tone. 
The "Christmas Story" <1963) was Titcomb's second 
cantata. It is a lengthy work with a performance time of 
twenty minutes, written for mixed choir, junior choir, and 
soprano, alto, and baritone solos with organ accompaniment. 
139 
The text is taken from the Wisdom of Solomon and the Gospel 
according to St. Luke. Titcomb incorporated traditional 
seasonal carols and hymns into the work to make it more 
accessible to the average church-goer. It is a continuous 
work, beginning with a twelve measure organ prelude; 
choruses, solos and recitatives are all separated by 
interludes which call for a wide variety of registrations. 
Passages for a cappella choir are written largely in unison. 
The ending, which ut i 1 i zes the text, "Glory to God!" is 
accompanied in a "fanfare" fashion on the organ. 
Titcomb's anthems became a staple of Anglican Church 
repertoire in part because their texts were always perfectly 
suited to certain specific feasts of the church year. All of 
his choral music serves a definite purpose and fills the 
needs of the Anglican Liturgy. Alfred N. Patterson, who was 
choirmaster at the Church of the Advent, where several 
anthems are required monthly, expressed this opinion: 
I believe that no single month has gone by 
that some piece of music by the hand of Everett 
Titcomb has not been sung in the services at 
the Church of the Advent. More than any other 
contemporary church-composer, Mr. Titcomb has 
helped to solve the choirmaster's problem of 
choosing music suitable to the day, yet of 
devotional character and of musical value. His 
music has not only enriched our services but 
has passed the rather critical test of being 
interesting music to the ears and voices of 
experienced and sophisticated singers ••• After 
having done certain of Mr. Titcomb's works 
several times, I had the opportunity to hear 
them sing under his direction and the 
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communication ••. brought out depth and strength 
and conviction in the music which, I realized, 
I had previously only half-conceived ••• 27 
One can well understand how Titcomb's choral compositions 
and his devoted work in a small Boston parish exerted a 
lasting influence on the Anglican world. One can note that 
his pupils carry on his legacy to this day through their 
performances of Titcomb's anthems in churches throughout the 
nation. Those same former students also teach polyphonic 
music of the Renaissance and Gregorian chant to their own 
choirs, music they learned under him long ago. 
27 Alfred N. Patterson, "Alfred N. Patterson says:," 
The Church Militant, VLIV/1 January (1961), pp. 7, 13. 
Chapter V 
Organ Compositions 
Titcomb composed considerably fewer organ than choral 
works; yet both repertories draw extensively on the 
Plainchant literature. Titcomb had very little formal 
training as an organist: when he was a boy he had lessons 
from his sister Ruth, and early on in his career he studied 
briefly with Samuel B. Whitney; but for the most part he was 
self taught. Although he was not a recitalist, Titcomb 
understood perfectly the problems involved in writing for 
the organ. His love of Plainchant is apparent in his 
compositions, which can all be used in a liturgical setting. 
Even his secular pieces often contain gestures that are 
reminiscent of Plainchant melodies. Of his thirty-six organ 
pieces, all but one of which were published, only five make 
no reference in their titles to religious texts. 
It is important to mention the instruments that Titcomb 
preferred to play, as they definitely influenced the manner 
in which he approached composing for the organ. Shortly 
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after his arrival in Boston in 1902, the 1863 E. & G. G. 
Hook organ, Op. 322, at Immaculate Conception Church was 
electrified and enlarged to four manuals.! This organ has a 
predominance of 8' and 4' string and flute stops, as well as 
several of the reed stops that Titcomb often called for in 
his organ pieces. It is an especially fine instrument that 
was in a perfect acoustical setting in Titcomb's day, and 
according to reports by Chester Bonney, he much enjoyed 
playing it.2 
Titcomb was also fond of the warmth of tonal 
characteristics of organs built by Aeolian-Skinner. In 1950 
The Cathedral Church of st. Paul in Boston installed Op. 
1207, a three-manual organ with eighty-three stops. Titcomb 
wrote: 
... I liked the organ at the time, but tastes in 
organs have greatly changed since those days. 
Quite recently a magnificent organ has been 
built in the West gallery.3 
This new Aeolian-Skinner organ, which has the rich palette 
of string, flute, and reed stops that Titcomb required in 
his compositions, is still located in the Cathedral. 
1 E. A. Boadway, The Boston Organ Club Newsletter II/11 
December (1966), pp.2-6. 
2 Chester Bonney, "Recollections of Everett Titcomb," 
unpublished manuscript, p. 3. 
3 Everett Titcomb, "Choirs and Church Music Through the 
Years," The Church Militant LXIII/2 (1960), p. 2. 
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The only other organ known to have impressed Titcomb 
was built by Carleton C. Michell in 1892 for St. Stephen's 
Episcopal Church on Florence Street in Boston.4 Michell, a 
builder of orchestral organs, 
instruments in this country. 
manufactured only four 
They were reportedly the 
first in America to have high-pressure reeds, operating on a 
wind pressure of five to seven inches. The Swell box on the 
instrument that Titcomb mentioned is five inches thick, 
enabling the player to have control over a wide variety of 
dynamics.5 That organ exists tonally intact today at the 
Church of the Most Holy Name in the Hyde Park section of 
Boston. 
These three organs greatly influenced the direction of 
Titcomb's writing style. While he liked the Michell organ 
which had a tubular pneumatic action, it is a known fact 
that he disliked tracker action. There is less resistance 
to the touch than in early American tracker-action organs. 
and the organist can change the registrations without the 
assistance of a stop-puller. The nature of his 
compositions provides additional proof; Titcomb often called 
for registrational changes, as well as rapid crescendos and 
diminuendos, which are difficult to perform without pistons. 
4 Ibid., p. 2. 
5 s. Harrison Lovewell. "Boston's Michell Organ," Music 
Magazine, XIX/7 (1936), pp. 231-232. 
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Titcomb's organ compositions were described by Corliss 
Arnold in Organ Literature as belonging to the English style 
of composition of the last half of the nineteenth century. 
Arnold described this music as: 
... characterized in a very general way by 
conventional harmonies in unsurprising 
progressions, uncomplicated rhythms, and 
standard organ registration practices. 
Sometimes this style of writing follows a 
loosely structured, improvisatory fashion. 
These composers have often set hymn-tunes and 
plainsong melodies •.. 6 
Titcomb's organ works can be divided into two 
categories: loosely structured improvisatory works that 
include variation pieces based on plainsong tunes, and works 
on freely composed themes; most of Titcomb's variation works 
are built on hymn-tunes. He drew on traditional resources 
for his variation techniques: block chordal harmonizations 
of the theme are often played against an ostinato figure, or 
eighth note figures are played in the left hand against a 
harmonized theme that is in the uppermost voice. Frequently 
the theme is played in the pedals against a toccata-like 
figuration consisting of alternating chords in the hands. 
The theme which is often featured in octaves, is sometimes 
presented in augmentation; the texture of the phrase-endings 
often features chords filled out with extra notes. 
6 Corliss Arnold, Organ Literature, (Metuchen, N.J.: 
The Scarecrow Press, 1973), pp. 270-271. 
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Titcomb's special registrations that employ solo stops are 
another hallmark of his variation style. 
Works belonging to the second category feature an 
original theme, oftentimes containing elements typical of 
chant melodies, and suitable for motive fragmentation. 
These pieces, which are often in modified ABA form, carry 
concrete titles which are evocative of certain moods or 
events, such as: "Pastorale" and "Wedding Processional". 
Very few contrapuntal devices are to be found in these 
compositions; usually either a melody is harmonized by a 
subdued accompaniment on a second manual, or the works are 
of a march-like character. 
The improvisatory pieces on plainsong melodies will be 
examined first. Titcomb drew on traditional techniques for 
these works, employing the well-established contrapuntal 
devices and variation techniques of his predecessors such 
as imitation, motive elaboration, trio textures, use of 
solo stops, and manual changes employed to demonstrate the 
variations. Each time the theme enters, it is played 
either on a different manual or in the pedals, or appears 
in a different range on the keyboard. Motivic anticipation 
is used regularly to prepare a theme, which is then freely 
developed, often varied slightly with succeeding statements. 
Titcomb used registrations to create contrast, thus 
emphasizing the sectional structure to many of these works. 
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String and reed stops, intended to bring out a melodic line, 
are often indicated in the registration suggestions on the 
score. 
The "Four Improvisations On Gregorian Themes" (1938) 
was Titcomb's first group of pieces for organ to be 
pub 1 ished. The opening piece in the set is based on the 
Easter chant Alleluia Pascha Nostra, which is stated on the 
Great in octaves from mm. 1-4, followed by a rest. The 
theme which Titcomb created from the chant tune features a 
characteristic rhythmic figure ( m D JD J ) that recurs 
3 - 1 
several times throughout the piece. The texture becomes 
quite thick from mm. 17-23, where the chant tune is played 
in the pedal. A fairly free section ensues, mm. 24-50, in 
which some thematic material is presented in sequence and 
through a motivic repetition of the triplet figure; here 
Titcomb often retained the original pitches of the tune, 
but altered the rhythmic figure by reversing the order of 
the eighth-notes, and the triplet figure. The theme 
returns during mm. 51-59, now in a chordal texture. 
Although the chant theme is heard six more times, only once 
is it varied by repeating the first note twice. Similar 
developmental techniques pervade the closing portion of the 
work. 
Given the fact that few reviews of Titcomb's music 
exist, it is fortunate that a brief not ice on the "Four 
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Improvisations" appeared in TAO. The reviewer, William 
Lester, was careful to distinguish between organ music 
intended merely to "catechize" and that of a more serious 
purpose. Of the first piece, he stated: 
This bit of service music is highly 
effective for a fine service, though it will 
probably mean little to an average 
congregation, as there is no entertainment 
value in it ••• One of the most encouraging signs 
of the times is that composers and publishers 
are now providing real service music ••. 7 
This opinion gives one an idea as to what was considered to 
be ideal church music in 1938; an organist and scholar 
nonetheless felt that it must not amuse or divert the 
listener, but rather simply be in the background, and not 
catch the attention of the listener. This was a period in 
which compositions for the church such as Dudley Buck's 
(1839-1909) Sacred Quartets, and the cantata "Olivet to 
Calvary" (1904) by John Henry Maunder (1858-1920) were 
tremendously popular. 
The second "Improvisation" incorporates the Corpus 
Christi plainchant theme Cibavit Eos, which is stated at the 
beginning. After each presentation, there is a short 
section where a sequential treatment of the chant theme is 
briefly developed, followed by another statement of the 
7 Dr. William Lester, review of Everett Titcomb's Four 
Inprovisations On Gregorian Themes, edited by B. F. Wood 
(1934), in The American Organist XXI/9 (1938), p. 306. 
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theme Cmm. 5, 12, 36, 45, and 58) Later in the piece, the 
chant tune appears first in octaves for both manuals and 
pedal, then in a chordal presentation. The close of the 
work brings a toccata-like section played on full organ: 
staccato chords are followed by unison statements of the 
opening phrase; a repetition of the staccato chords gives 
way to a chordal statement of the chant theme written in 
augmentation to end the work. The reviewer was pleased that 
Titcomb's pieces were of use in a liturgical setting, he 
felt that the pieces are not only useful, but are also of 
good quality. Of Cibavit Eos, he commented: 
Here's one for younger organists to begin 
with, for its easy to play and easy to 
appreciate. Here again we have true service 
music, and how much finer such things are than 
the empty tunes or ultra-dried harmonies we had 
to be content with twenty years ago •.. it's 
rather expertly set down on paper ••• 8 
The third piece, based on the All Saints' Day theme 
Gaudeamus, begins with an introduction based on the chant 
tune. After the Gregorian theme is introduced on a Great 
solo stop, a brief interlude ensues. The chant tune is then 
played in the pedal part, harmonized on the Great. The 
piece ends quietly with the chant tune on the Swell 
Salicional and Vox Celeste. Titcomb's frequent repetition 
of the chant-based theme did not impress the reviewer, who 
8 Ibid., p. 306. 
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.felt that the third "Improvisation": 
.•. does not reach the quality of the former 
two, though it is still good church music and 
worth using. Mr. Titcomb incidentally shows 
about the only use for harmony--to sweeten up 
chords that would otherwise be rather dull on 
the ears.9 
Again, this review discloses the milieu of church music for 
which Titcomb was writing. Composers for the church were in 
a totally different sub-culture from their contemporaries. 
Titcomb was a follower of Horatio Parker, who as Dean and 
professor of Yale University, reprimanded Charles Ives 
(1874-1954) for writing music that was too experimental and 
chaotic. 
The last piece of the set is based on the Christmas 
chant Puer Natus Est (see example 1, pp. 150-153). There 
are many indications of specific stops that were not written 
into the published score by the composer.10 The piece 
begins pianissimo with a twofold presentation, in slow note 
values, of the perfect fifth that imitates the chant tune. 
The Gregorian theme is then played in the right hand on a 
soft 8' flute stop against soft string stops on another 
manual in mm. 5-12. Titcomb extends the melodic material 
9 Ibid . , p . 306 • 
10 The author has been given a copy of this score, that 
belonged to Harold Beal, a former Titcomb student. 
Contained in this score are several hand-written 
registrations by the composer. 
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through sequences, paraphrasing the theme throughout the 
work (see mm. 20-26). The chant tune is soloed out on the 
Great manual against an accompaniment of soft string stops 
on the Swell at mm. 5, 38 and 77. The climax of the piece 
arrives with the chordal section from mm. 61-68, marked 
Maestoso, played on full organ, which in turn leads to a 
combination of the Christmas hymn "O Come All Ye Faithful" 
and the opening portion of the chant theme. The work ends 
as it began, with the 
accompaniment at mm. 77-88. 
flute solo against a soft 
Despite the fact that Titcomb 
incorporated a familiar carol, the reviewer felt that it did 
not sound like a Christmas piece: 
For Christmas, but that's because 
Gregorian ancestry and not by grace 
Christmas flavor of the music in itself. 
we have excellent workmanship, true 
music, and more than enough quality to 






The reviewer summed up the set by alluding to Robert 
Schumann's famous review of Chopin's opus 2: 
We wouldn"t say, hats off, (gentlemen) a 
genius [as Schumann did of ChopinJ;12 but we do 
say here's an organist who wants his notes to 
make music, who doesn't try to be clever, who 
evidently .•• spends a lot of time on making the 
notes on the paper come out right in the ear, 
who doesn"t create difficulties just to be 
impressive, and who has truly a contribution to 
11 Ibid., p. 306. 
12 Oliver Strunk, editor, Source Readings in Music 
History (New York: W.W. Norton & Co., 1950), pp. 828-831. 
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make to church literature.13 
This statement can be applied to most of his organ 
music. Also noteworthy is the fact that this set is easier 
to play on a large organ with the characteristics of 
instruments that Titcomb is known to have liked. 
Titcomb produced no other compositions for the organ 
until 1940, when he dedicated the set of "Three Short Organ 
Pieces On Familiar Gregorian Melodies" (1940) to Francis 
Snow. The first piece incorporates the chant tune Regina 
Coeli. To enable the performer to give a rendition that is 
as informed as possible, Titcomb had an English translation 
of the text printed with the score. According to former 
students of the composer,14 the player can first read over 
the words, correlate them with the chant melody, and use 
rubato accordingly. Titcomb noted in the score: .•• "The 
bar-lines are employed to suggest the phrasing of the 
Gregorian melody, which should be flexible •.• ".15 No time 
signature is given and many meter changes occur, but the 
basic pulse falls on the eighth note. For example, mm. 1-2 
have eight beats per bar, which changes to six per bar in 
13 Ibid., p. 306. 
14 From separate interviews with Sally Slade Warner, 
Robert Love, Edith Sloane and Max Miller. 
15 Note taken from the score "Regina Coeli" published 
by Shawnee Press (1940), p. 3. 
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mm. 3-5; m. 6 has four, while mm. 7 and 8 each have five. 
The entire composition is written in this manner in order to 
maintain the feeling of rhythmic flexibility of the chant 
tune. Titcomb was quite specific about the registrations, 
making sure that each entrance of the chant theme is to be 
played louder than the surrounding music. 
Credo In Unum Deum (1940) is a short work of 58 
measures, which is played Maestoso on full organ. Only the 
opening seven-note phrase from the chant tune is used 
throughout in the uppermost line, and is re-harmonized on 
each new appearance with functional chord progressions in 
the manner of a hymn tune. 
The chant tune used in Vexilla Regis C 1940) is the 
Office Hymn appropriate for Vespers on Passion Sunday, or 
for the procession on Good Friday. Titcomb opened this work 
by harmonizing the first phrase of the chant theme with a 
simple IV-ii-iii-V-iii-V chord progression played on the 
Swell reeds in free rhythm in m. 1. The next measures 
include the instruction, "In the style of a religious 
processional". The chant theme is given in the pedal in 
mm. 2-7, followed by three measures of a fanfare-like 
section with the chant theme played as a solo on the Great 
in m. 8-10. The rest of the work is conceived in the same 
manner: simple chordal harmonizations of the chant theme 
are alternated with march-like presentations of the chant 
.,.... 
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theme played on the Great. The work ends with the chant in 
augmentation Cmm. 50-55) with the indication "very slow". 
The set of "Two Communions For Organ", (1943) drawing 
from the Plainchant melodies, Adore te Devote and Ave Verum 
is also devotional in character. The pieces tend toward 
the quiet end of the dynamic range, with indications in the 
score for certain stops that are found in the early 
twentieth-century organs described earlier. 
A period of six years elapsed before Titcomb wrote his 
next composition, "Elegy" (1949). The work alternates 
between material fashioned from the chant tune. and 
statements of the entire chant soloed out on the organ. The 
free sections are in triple time; the segments that feature 
the chant theme are played in an unmetered rhythm, each bar 
containing a varying number of note values. 
The composition 
Introit, Sequence, and 
Spiritus from the 
"Pentecost" (1949) contains the 




consisting of chords in both hands, remains the same 
throughout this piece. Short interludes based on the chant 
themes separate each tune. "Requiem" (1949), appeared in 
the collection The Modern Anthology (Part Two) in 1949; a 
second edition was issued in 1972. This work, employing the 
funeral Introit theme and the Sequence, Dies Irae Csee 
example 2, p. 158), was played at Titcomb's own funeral. 
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Example 2: Requiem 
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The first and second phrases of the Introit theme are stated 
in mm. 3-11: subsequently, the first phrase only appears in 
mm. 14 and 23. The Dies Irae theme is used twice as a 
descending sequence at mm. 47-51 and mm. 60-68. Titcomb 
used the ostinato in this piece as a unifying device: the 
work opens with the first ostinato in the left hand Cmm. 1-
2), then the pedals (mm. 3-16). A second chordal ostinato 
featuring neighbor motion around a tonic chord is 
superimposed in mm. 3-8 in the left hand. Note also Cin 
example 3, p. 159) that Titcomb's indications of sudden 
dynamic changes which articulate the various statements of 
the chant theme neccessitate many stop changes (mm. 52, 57 
159 
Example 3: Requiem 
and 59) . 
"Benedicta Tu" C 1953) freely utilizes the Marian 
Plainchants Ave Regina Coelorum, Ave Maris Stella, and Ave 
Maria. The "Toccata", based on the Plainchant theme Salve 
Regina (1953), is a work where Titcomb emulated the flowing 
rhythm of the chant theme by alternating between triple and 
duple meters, thus enabling the performer to be more 
flexible with the chant line. The theme is developed 
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primarily through tonal levels CI-vi-ii-V-III-I); the last 
statement features the chant in the pedals. The virtuosity 
of the work is owing to its rapid scale passages to be 
played with both hands and rapid manual changes. 
The "Rhapsody On Gregorian Motifs" of 1957 was 
dedicated to George Faxon. This work makes varied use of a 
number of Plainchant melodies (see example 4, p. 160). 
Titcomb opened the work with a unison statement of the first 
eight notes of the "Alleluia" theme given below, followed by 
a chordal fortissimo statement. The "Salve Regina" theme is 
presented next, the first four pitches of which are followed 
by a complete statement of the opening theme. Then Titcomb 
Example 4: Alleluia, Salve Regina 
Ant t. C •~ 
s •• Al - ve *Regi- na, 
juxtaposes fortissimo statements of the first theme on the 
Great against the second theme on a solo stop, accompanied 
by softer stops on the Swell. About a third of the way 
through the work, both themes appear in succession to form 
one complete melody. The texture becomes very dense at that 
point, with contrapuntal lines combined with chords. The 
rhapsodic "Meno Mosso" section features a four-note motive 
derived from the "Salve Regina" theme, played in different 
registers with the rhythm remaining the same. At the a 
temE_~ near the end of the piece, the "Alleluia" chant is 
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presented three times fortissimo in a thick chordal texture: 
once in the left hand, then in the pedal, and finally, in 
the last two measures, in the right hand. 
requires several manual and piston changes. 
This piece also 
George Faxon premiered the "Rhapsody on Gregorian 
Motifs" at the national American Guild of Organists 
convention at Riverside Church, New York City in June 1956. 
At that time the convention committee requested that each 
performer play one work by an American composer, because 
representatives from several publishing companies would be 
present. Faxon responded by playing an all-American 
program; as a result of that performance, three of the 
pieces that he performed were published, including the work 
by Titcomb.16 
Richard Grant, Titcomb's former assistant, requested a 
recital piece, and Titcomb responded with "Festive Flutes", 
written between 
published in 1958. 
September and October of 1947,17 and 
It incorporates the Gregorian Antiphon 
Vocem Jocunditatis, the Introit for the Fifth Sunday after 
Easter. A full-length thirty-two note AGO pedal keyboard is 
required for this work, as the high f sharp is needed. As 
16 From an interview with George Faxon, on February 15, 
1989. 
17 Correspondence from Richard Grant to the author, 
dated June 19, 1986. p. 1. 
162 
example 5 (p. 162) shows, playing the theme an octave lower 
Example 5: Festive Flutes 
-.-
\ \. ' 
-1 :f • 
on a 4' stop is of no use because double pedal is required 
at the beginning, so that an 8' stop is imperative 
throughout the piece. The rapid sixteenth-note passages 
that accompany the chant tune in the pedal (see example 6, 
p. 163) are representative of the texture of this piece as a 
whole. Note also the registration changes and dynamic 
markings written into the manuscript by the composer. 
The "Fantasy On A Mediaeval Hymn Tune" (examples 7-13), 
written as a set of variations to demonstrate the many tonal 
resources of an organ, was dedicated to Fred MacArthur, a 
former student of Titcomb. The theme on which the piece is 
based is always prominent, even though the textures change 
with each variation. Mm. 1-22 (example 7, p. 164) consist 
of introductory material based on the hymn played on the 
Swell with soft String stops. In contrast to this, the 
first variation (mm. 23-42), is marked subito strepitoso. 
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Example 6: Festive Flutes 
In example 8 Cp. 165), one can note the full forte chords in 
the manuals which punctuate an ostinato motive derived from 
the theme played on the pedals. At the end of the variation 
the theme is played in unison on the Great, followed by 
parallel open fifths in the pedals (reminiscent of parallel 
organum) leading to a cadence. 
The second variation, mm. 43-60, reproduced in example 
9 Cp. 166), is played softly with celeste stops on the 
Swell, while the theme is played in the right hand on a solo 
stop. Note also, that the ostinato in the left hand is 
echoed by the theme. The third variation, mm. 61-97, 
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Example 7: Fantasy On A Mediaeval Hymn Tune 
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(example 10, p. 167) begins with flute stops on the Swell; 
the right hand has the theme in a chordal texture, while the 
left hand has running eighth-note figures. The last 
variation, mm. 98-126, (example 11, p. 168-69) is conceived 
in the style of a toccata • Titcomb seems to have been 
.; 
inspired by Marcel Dupre, who wrote many pieces which, like 
this variation, begin with a presentation of the marcato 
theme in the pedals. The theme is then accompanied by fast 
alternating chords played by the hands. At m. 107 the 
texture becomes thicker, with the theme played in the right 
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Example 8: Fantasy On A Mediaeval Hymn Tune 
Con no#to - ~~------
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hand in organum style, while the left hand plays quarter 
note chords. Mm. 115-116 bring a unison marcato statement 
of the theme; from m. 117 to the end at m. 126, comes a coda 
based on the theme. 
MacArthur premiered this work for the organ 
rededication at the First Parish Unitarian Church in 
Beverly, Massachusetts 
composer in attendance. 
on November 3, 1957, with the 
MacArthur relates that Titcomb 
considered it to be his best work; indeed, the variety with 
which the theme is displayed is noteworthy. The toccata at 
the end is very effective, allowing the performer to 
demonstrate virtuosity. The piece was never published, 
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Example 9: Fantasy Ori A Mediaeval Hymn Tune 
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although it was accepted by Summy-Birchard.18 
Titcomb dedicated the "Hosanna" (1958) to his last 
assistant, Sally Slade Warner. He quoted the refrain to the 
hymn, "All Glory Laud and Honor" by Melchior Teschner, as 
well as the Gregorian themes Hosanna Filio David, and Pueri 
Hebraeorum. 
The "Improvisation On The Eighth Psalm Tone" (1959), a 
brief work of only 69 measures, opens with a unison quote 
of the first three notes of the psalm tone in mm. 1-2 
followed by a full quote of the theme from mm. 5-10. 
18 From an interview with Fred MacArthur on January 12, 
1989. 
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Titcomb derived short motives from the theme for the 
remainder of the work. At times the motives are played on a 
solo stop, or they are incorporated into an accompanimental 
chordal texture, while the complete theme is presented in 
the uppermost voice. The work ends with a four-note chordal 
motive based on the beginning of the psalm tone. 
The "Improvisation on the Gregorian Sequence 
Laetabundus" (1961) is dedicated to Theodore Marier, who was 
the director of the St. Paul's Choir School in Cambridge, 
and himself an authority on Gregorian chant. It is a 
sectional work which begins homophonically with the chant 
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theme in the top voice (mm. 1-5). In the ensuing section, 
Cmm.18-38) the texture thickens, with a succession of three 
to four note chromatic chords in each hand played legato. 
The next section (mm. 39-52) is played quietly; each measure 
contains a different number of eighth-notes to accomodate 
the unmeasured Gregorian theme. Mm. 56-74 is in part 
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recaptitulatory of mm. 1-18, with a triplet rhythm that is 
introduced into the texture. An ostinato derived from the 
chant tune appears at mm. 75-85, followed by a coda (mm. 
86-99) derived from the opening theme. 
"Wedding Day" (1961) dedicated to Titcomb's cousin 
Susan Titcomb Creighton, is based on the tune "0 Perfect 
Love" by Robert Barnby. It begins quietly with a horn fifth 
ostinato played in the left hand; the first four notes of 
the hymn tune appear in m. 5 supported by the ostinato. Mm. 
7-16 contain thematic material which is derived from the 
hymn-tune, followed by a quiet interlude played on the Swell 
string stops from mm. 17-27. The first full statement of 
the "O Perfect Love", theme written for the right hand in 
chords, is played on the Swell from mm. 28-35, while the 
left hand supports the melody with running eighth-notes. In 
m. 36, the theme is repeated on the Great with the Swell 
coupled to it, while the left hand plays staccato eighth-
note chords under the legato melody. The registration is 
reduced to Swell string stops from m. 52 to the end Cm. 64), 
where a motive derived from the theme is played by the right 
hand while the progressions taken from the hymn are used as 
a harmonic support. 
The set "Advent and Christmas" (1962) incorporates six 
seasonal tunes. "Advent" incorporates the Plainchant theme 
Veni, Veni Emmanuel, and the two hymn-tunes "O People of 
171 
Sion", and "O Emmanuel". According to the program note 
published with the score, "Christmas" contains the carols 
"Tu scendi dalle stelle", which Titcomb's architect friend, 
Ralph Adams Cram, brought back with him from a visit to 
Italy,19 along with "Unto Us a Child is Born", and "O 
Bambino, mio Divino". 
The "Improvisation-Toccata on the Tonus Peregrinus" 
(1962) is a lengthy work in variation style. The opening 
theme is written in octaves for both hands in compound time, 
with an immediate imitation of the theme in the left hand. 
In this work, Titcomb draws on the combined styles of 
Baroque composers, American composers such as Horatio 
✓ 
Parker, and the organist-composer Marcel Dupre. Contrasting 
material derived from the opening motive utilizes chords 
which punctuate a running eighth-note theme with a three 
note motive played on the second and third beat of each 
measure, suggesting the style of 
,, 
Dupre. 
variation has three voices consisting of 
The first 
a two-part 
counterpoint over a simple bass line, featuring the chant 
theme in longer notes in the right hand, while the left hand 
has running eighth-notes: the next section is an interlude 
consisting of the same contrasting material as at the 
beginning: this is followed by a two measure interlude of 
19 Program note attached to the score. 
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two alternating chords. The section that follows begins 
like the first variation, this time with alternate phrases 
of the theme given to the right and left hands. The second 
variation is written in octaves filled in with chords at the 
end of each phrase, a trait reminiscent of Horatio Parker's 
style. An interlude follows which contains material derived 
from the theme, written in a four-part texture containing 
eighth-notes in the inner voices, against the legato melody 
in the uppermost voice. The contrasting material from the 
beginning of the work is then fused into the end of this 
interlude. Variation three proceeds in a chordal style with 
the theme in octaves on full organ with the box closed; a 
short transitional section follows this statement where the 
theme is developed. Variation four, meno mosso, is written 
in a six-part texture, with eighth-note motion in the inner 
voices accompnying the legato melody in the uppermost voice, 
(another feature of the 
/ 
Dupre style), and requires 
increasing registrations due to the textural thickening. 
The last variation features the theme supported by parallel 
motion of the chords below it. 
The "Organ Voluntary On Gregorian Themes" C 1962) , 
drawing on the Gradual, Alleluia, and Sequence for Easter 
Day, was dedicated to the Armenian-American organist Berj 
Zamkochian, who served with the Boston Symphony from 1957 to 
1978. The work is dominated by a triplet fanfare, creating 
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a mood well suited to an Easter service. The figure which 
is derived from the "Alleluia" chant theme gives momentum to 
the work. A three-manual organ is required to juxtapose the 
three different chant themes. 
The "Three Short Pieces" ( 1962) incorporate freely 
adapted sacred themes. The first piece utilizes phrases 
from the Plainchant Ave Maris Stella, while the second 
incorporates the melody which according to the score is from 
a Psalm-tune, Bourgeois, and the third is based on the Old 
Hundreth hymn-tune, also by Bourgeois. The first two pieces 
in the set are written in ABA form, while the third is a 
variation on the hymn, which is preceded by a lengthy 
introduction and concludes with a extended postlude and 
coda. Despite the character of the chant melody of the 
first, all three compositions were written in a chordal 
march-like style. 
Titcomb's prelude on "Full of Glory, Full of Wonders" 
(1963) is based on the tune bearing the same name by R.R. 
Terry (1865-1938), published in the anthology Gloria Deo.20 
Following thirty-one measures of introductory material, the 
hymn tune is played on the Great on a flute stop Cmm. 31-
37) to an accompaniment of steady chords in eighth-notes. 
The opening material returns at m. 38 as an interlude, 
20 Everett Titcomb, "Full of Glory, Full of Wonders," 
Gloria Deo, (Boston: Mc Laughlin & Reilly, 1963), pp. 12-15. 
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followed by another variation of the hymn tune. A short 
coda features the first four notes of the hymn, played 
alternately in the pedals 
accompaniment. 
and manuals to a chordal 
The "Improvisation on Oriel" (1963) is a march-like 
piece, probably intended for a church procession. The 
predominant texture is characteristically three or four note 
chords in each hand against the pedal line. The several 
dynamic changes that are negotiated through manual and stop 
changes are used to highlight the theme. 
"Voluntary On Crimond" (1967) consists of introductory 
material based on the first phrase of the hymn-tune known by 
that name; a complete statement of the hymn accompanied by 
eighth-notes immediately follows. The rest of the piece 
consists of an elaboration of a motive derived from the 
first phrase of the hymn. It is, like "The Fantasy on a 
Mediaeval Hymn Tune", a good work with which to demonstrate 
the tonal characteristics of an organ; because of the 
familiarity of the hymn and the brevity of the development 
sections, one can concentrate on the various registrations 
used. 
The next group of works are based on freely-composed 
themes, which may occasionally derive inspiration from 
plainsong, but do not explicitly quote any chant themes. 
Some of these compositions are technically difficult because 
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they were intended for a concert-hall performance. The set 
"Two Compositions For Organ" (1942), including a "Prelude" 
and a "Scherzo", was inspired by and dedicated to the 
virtuoso Virgil Fox. Both pieces call for rapid manual 
changes as well as sudden changes in the registrations with 
crescendo markings. Like Titcomb, Fox also preferred the 
electric-action organs, and this set requires such an 
instrument. 
The "Suite in E major" (1955) (example 12, p. 177) was 
dedicated to George Kerr Sr •. who worked at Carl Fischer in 
Boston. The work was given two performances shortly after 
it was written: Richard Grant premiered it at Jordan Hall 
CNew England Conservatory, Boston) on the Aeolian-Skinner 
instrument on February 8, 1955;21 shortly thereafter. on 
March 16, 1955, George Faxon performed it at Methuen 
Memorial Music Hall.22 
Cantilena movement in 
Faxon, 
order to 
who transcribed the 
exploit the tonal 
possibilities of the Walcker-Aeolian-Skinner instrument by 
using all four keyboards, wrote of this work: 
••• At that time I transcribed the slow movement 
to take advantage of the counter-melodies 
suggested at various points -- a sort of 
keyboard" type of playing as this 
"three 
is the 
21 Program notes from the Richard Grant recital at 
Jordan Hall, dated February 8, 1955. 
22 From an interview with George Faxon on February 15, 
1989. 
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sort of effect Everett would have wanted. He 
attended this premier and seemed pleased with 
the results.23 
The theme, presented in mm. 1-6 in the tenor part, is 
used in several ways: mm. 3 is a sequence of m. 1 in the 
left hand, and the inner voice of the right hand of m. 4 is 
a canon of the left hand of m. 3: the canon immediately 
gives way to simple parallel motion. It is difficult to 
achieve a legato when playing this work on two different 
manuals as the composer indicates: it is almost as if 
Titcomb wrote it at the piano using the damper pedal. It is 
impossible to play these passages legato as marked because 
of the pianistic approach of Titcomb's writing: if the organ 
did indeed have a damper pedal, this could be easily 
achieved. 
"Aspiration" (1959), dedicated to Max Miller, is one of 
the few works that does not quote a Plainchant theme, either 
directly or indirectly. This work poses few technical 
challenges: there are no rapid scale passages and the pedal 
part requires only a basic technique. Although there are 
many manual changes, they are easy to negotiate because of 
the slow tempo. Titcomb was very specific about 
registrations, with many subito dynamics that could only be 
rendered effectively on a large electric action instrument. 
23 Correspondence from George Faxon to the author dated 
July 10, 1983. p. 1. 
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Example 12: Suite in E Major 
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The "Pastorale" C 1962) incorporates an arioso theme. 
played on a reed stop on the Great, with an accompaniment of 
string and celeste stops on the Swell. The theme. which 
recurs periodically between interludes that are played 
softly on the Swell, 
stop on each repetition. 
is registered with a different solo 
Although 
the same tempo and dynamics are 
the registrations vary, 
to be used throughout the 
work. A meditative piece, it was intended for use during a 
quiet part of the church service. such as the communion. 
The "Wedding Processional" (1963) makes for an unusual 
wedding march because it begins rather quietly on the Swell 
without the pedals. The work alternates forte passages on 
the Great, featuring a march-like theme, with quiet sections 
that exploit the many different flute, string, reed and 
mutation stops on the organ. 
The "Three Short Postludes" C 1966) are built around 
melodies of a chant-like character. These pieces are easy 
to play because the rhythm consists basically of a dotted 
half-note followed by a quarter-note in a slow tempo; there 
are no scale passages, and the pedal part is uncomplicated. 
They are good works for a beginning organ student who has 
already learned to play the piano. 
"Sortie" (1967) is a march in ABA form; the first 
section, Cmm. 1-53) employs a hymn-like texture with many 
manual changes. The middle section, (mm. 54-69) consists of 
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a syncopated melody that is played on the Great accompanied 
by an ostinato chordal figure that moves in quarter-notes, 
with pedal notes that change with each measure. 
Dr. David McK. Williams, FAGO, a colleague of Titcomb's 
who was head of the organ department at the Juilliard School 
of Music from 1920 to 1947, wrote of his organ music: 
.•• Both directly 
exercises a potent 
church music.24 
and indirectly Everett Titcomb 
influence on those who write 
It is not documented elsewhere as to how Titcomb might have 
influenced those who wrote church music; one will never be 
able to estimate just how much Titcomb inspired his 
composer-colleagues. But after having interviewed several 
of his students and colleagues, it is clear to the author 
that he did exert a measurable amount of influence on 
liturgists and organists through his Gregorian chant-based 
church works. Also, because his organ music is based on 
music that is sung regularly in many denominations. it is 
often featured in programs of service music today. On 
several occasions in the decade of the 1980's, the Mormons 
have featured Titcomb's music on their Sunday morning 
television broadcasts, which illustrates how far-reaching 
his influence still is on church music today. 
24 David McK. Williams, The Modern Anthology, 
CMelville, N. Y.: H. W. Gray Publications 1972), p. 7. 
Chapter VI 
Miscellaneous Works 
With one exception, the focus of this chapter will be 
on Titcomb's non-religious works. These pieces were all 
written for a specific artist, usually upon reqw~~l. 
Although Titcomb began composing in high school, none of his 
early works has been preserved. The class song, "Under the 
Greenwood Tree", intended for the Amesbury High School 
graduation exercises in 1902, is the single example of a 
youthful work whose performance has been documented.1 
Although Titcomb wrote an occasional secular work, 
church music was his main focus from 1902 to about 1915. 
However, during the period from about 1915 to 1925, the 
clergy at the Church of St. John the Evangelist were 
interested only in congregational singing. Therefore 
Titcomb decided to focus his attention on secular music; as 
he wrote: 
1 Ned Brown, "Along The Banks Of The Powow CsicJ 11 , 
Amesbury News, January 3, 1969. p. 3. 
181 
•.. The congregational singing was in full sway. 
There was no music permitted that could 
possibly interest a choir. The boys were paid 
a little and of course stayed on, but they did 
little except fill up the seats in the chancel 
and smash up the furniture in the basement ••• A 
few of the men remained, but many left, and the 
trend musically was down and down. The music 
was just about as bad as it could be ••. All this 
time, what little there was to keep I kept 
going as a choir: but my chief interests in 
music were gradually withdrawn from the choir 
work to things outside the church ... 2 
Athough Titcomb must have been bitter about the 
situation at his church, he did not allow his frustration to 
stifle his creativity: rather, he turned to the composition 
of several works in the secular idiom. Chester Bonney, 
referring to Titcomb's attempt to set a colleague's skit to 
music (Bonney was not specific as to the date), described 
a •.. "brief and abortive venture into the field of popular 
song writing".3 According to Bonney the text was written 
either just before World War I or shortly thereafter. 
Unfortunately, the two songs which Titcomb is known to have 
written for the skits "Caroline" and "Mabel" are lost.4 
Titcomb was commissioned to write "So Long, Bill", a 
World War I love song, by Forrest Brown, the Principal of 
2 Everett Titcomb, "Twenty-five Years at St. John's" 
Cowley IX/34 Summer (1936), p. 68. 
3 Chester Bonney, Recollections of Everett Titcomb, 
Epilogue, unpublished manuscript. p. 7. 
4 Bonney, op. cit., p. 7. 
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Amesbury's High School. It was intended for a festival 
school for both students and sponsored by the high 
townspeople known as the first annual Stunt Night.5 
song likewise has not been preserved. 
This 
The songs that have survived are usually strophic, with 
an opening gesture that often returns towards the end of the 
piece. The piano accompaniments, which usually begin with a 
fortissimo introduction, are then subdued for the voice 
entrances. The voice parts, all of which are for mezzo-
soprano, generally pose few technical difficulties; there 
are no wide leaps or fast passages, and since the phrases 
tend to be short, breath control problems are few. The 
piano parts, however, are considerably more difficult: rapid 
scale passages, leaps that are to be played at very fast 
tempos, often leggiero, and melodic lines that weave through 
chords, make the accompanist's role a very challenging one. 
Titcomb, who accompanied Grace Leslie, one of the main 
interpreters of his songs, must therefore have been an 
accomplished pianist. 
Eleven songs for soprano with piano accompaniment were 
published between 1915 and 1925; of that group three were 
published privately by Titcomb, while six remain in 
manuscript. Titcomb set many texts of Barbara Hollis an 
5 Ned Brown, "Everett Titcomb", Amesbury News, November 
22 , 1958. p . 3 . 
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obscure poet who wrote about nature, for most of the songs. 
"A Birthday", (1915) on a text by Christina Rosetti, 
features an accompaniment consisting of arpeggiated 
sixteenth-notes played leggiero punctuated occasionally by 
marcato chords; the texture then thins out to a single line 
for the vocal entrance, marked "estatico". Titcomb set the 
text Cwhich deals with the heart in several metaphors: a 
singing bird, an apple tree, a rainbow shell), with a 
trochaic rhythm used to emulate the stress of the words. 
The two strophes, each divided into two parts, are separated 
by piano interludes. Although the second strophe begins 
exactly like the opening, the ending makes for a real climax 
because the voice sings in a higher tessitura at higher 
dynamic levels than at any other 




my life is 
come" with an accompaniment of parallel thirds and octaves 
to facilitate understanding of the text. He also wrote in a 
ritard followed by a rest before allowing the voice to 
continue. 
"Maytime Lament" (1915), with a text by Nanna Matthews 
Bryant, has not yet been located.6 "My Only Wish" (1915), 
on a text by the same author which 
of the ideal person whith whom 
6 Bonney, op. cit., p. 4. 
describes the qualities 
to fall in love, is an 
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exceedingly brief work of only seventeen measures. The 
soprano has a lilting tune accompanied by the piano, which 
doubles the voice part an octave lower. The rhythm which 
consists of simple half-quarter-eighth-note patterns fits 
the flow of the words exactly; the last word of each line of 
text is held for three beats, followed by short piano 
interludes. While the melody is played as an inner voice; 
syncopated eighth-note chords played by both hands punctuate 
the rhythm of the melody. The left hand alternates octaves 
with off-beat chords, thus creating a thick texture. 
"Inspiration" (1915) utilizes a text by Francis T. 
Smith in which the sea speaks through the poet about peace 
and joy. The vocal part lies so low that it could be sung 
by an alto. While the vocal writing presents few technical 
challenges, the piano part is more demanding, especially in 
the introduction, where the left hand alternates eighth-note 
octaves and chords. Titcomb also made use of an ostinato to 
support the voice part; it is played by the right hand, 
sometimes underneath a counter-melody (played by the same 
hand) to the sung line. The vocal part resembles a 
recitative more than an actual melody to the opening 
words .. "A harmony sublime", quite befitting to the text. 
The melody then takes on leaps to the words ••• "It sings a 
song of joy" emulating the rapture of the text, but Titcomb 
returned to the reecitative-like character of earlier to set 
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..• "And conscious peace to me". 
"Sea Moods" (1916), a set of two songs, "Sea Child" and 
"When I Stood Upon the Sands", to poetry by Nanna Matthews 
Bryant, was dedicated to Mrs. Grace Johnson Leslie, who 
inspired most of the songs.7 Both songs in the set are 
reminiscent of Romantic Lieder in so far as the tonal 
resources of the piano are fully explored: "Sea Child", for 
instance, opens with thickly textured chords played in the 
bass range. Titcomb likewise used tone-painting for this 
song: low chords appear for "A sea child sat under the sea", 
and the word "waves" is depicted by arpeggiated figures. In 
both of the songs, Titcomb seemingly portrayed the text, 
which related storminess of the ocean, with a virtuosic 
piano accompaniment. 
"The Sea Child", is about a muse living in a rocky cave 
under the sea, who gives nothing more to man than its sweet 
songs. The piece is in 6/8 time, beginning with a gently 
rocking trochaic rhythm in the piano that gives way to 
sixteenth-note figures after the voice enters with a long, 
winding chromatic line that demands good breath-control. 
This song better exploited Grace Leslie's ability as an 
opera soprano than the other songs. The piano accompaniment 
erupts into scale passages at the words "to the sound of the 
7 Personal note written in composer's hand on a 
published score found in the Leslie library. 
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waves" Cmm. 9-11) • The words ••. "Which shal 1 last forever 
and ever, so long, so long" at mm. 36-39 are set in a 
recitative fashion to insure the listener"s comprehension. 
To dramatize the line .•• "When life for thee and for me is 
all gone", Titcomb set its last word with a leap of a 
diminished seventh Cmm. 40-42). The word "gone" is also 
accompanied by a descending arpeggiated figure in the piano, 
which ends with a single note held by a fermata. 
"When I Stood Upon the Sands" concerns a mourning 
person who is consoled by th sea; written in the same meter 
as the first song, it is somewhat less dense texturally. 
This piece features a vocal 1 i ne that resembles the 
rollicking waves with wide leaps and irregular rhythms. 
This is especially notable in mm. 5 and 19 where the rhythm 
vacillates from triplets to duplets, and in the leap of a 
twelfth at mm. 22-23 to depict the words ••• "The waves came 
back and kissed my feet". In contrast to the fiery scale 
passages of the first song, here the accompaniment consists 
largely of less difficult arpeggiated figures. The vocal 
melody demands more breath control because lengthy phrases 
often end with a long held note. 
According to Chester Bonney, the unpublished song "A 
Dirge", a setting of a poem by Shelley (1792-1822), was 
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written in 1919.8 This is the only poem that Titcomb set by 
a great poet, and therefore it is given here in its entirety 
Csee example 1, p. 188-89). A number of phenomena of nature 
are summoned to lament the evils and wrongs of the world--
wind, storms, and woods. As in many Romantic poems, the 
subject--nature--is characterized in human terms. Titcomb 
focuses less on individual words than on the lamenting tone 
of the poem. Thus, the song begins with the tempo marking 
Lento e profondamente, with slow chords sounding in the 
lower register of the piano. At the beginning of the work 
there are two things which are noteworthy: Titcomb's 
avoidance of a root position tonic chord for the first four 
measures, and his use of an augmented sixth chord which 
progresses to the tonic; this is used as a recurring motif 
throughout the song at mm. 1, 3, 4, 5, 6, 9, 23, 25, and 26. 
Elements of a whole-tone scale are present in m. 2, a device 
used by impressionists to avoid the tonic; a root position 
tonic is featured for the first time on m. 4, at the voice 
entrance. The chord supporting the word "meanest" at m. 5 
is a dominant thirteenth; the a flat, which is the 
thirteenth, would traditionally resolve to a g in the next 
chord, but is used here as a common-tone for the tonic that 
8 Bonney, op. cit., p. 4. There is no date on the 
manuscript. Percy Bysshe Shelley Poetical Works of Shelley, 
edited by Newell F. Ford (Cambridge: Houghten Mifflin, 
1975), p. 425. "A Dirge" was published posthumously in 1824. 
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follows. An augmented chord in root position accompanies 
the word "grief" on m. 6; again Titcomb makes use of a 
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common-tone by using the d flat of the augmented chord for 
the ninth of the dominant that follows. The first cadence 
of the piece occurs at m. 11 in the key of the tonic. Mm. 
12-14 assert the secondary dominant of D flat Major, an E 
flat chord; this is interpreted at first as a dominant 
seventh with no root Can incomplete dominant thirteenth 
chord). The root of the triad, e flat, appears on the third 
beat of m. 13, at which time the thirteenth disappears. The 
voice part at m. 13 has a downward scale sung at the dynamic 
marking piano, portraying the text ••• "Sad storms whose tears 
are vain"; this is accompanied by pianissimo harmonies 
played with the una corda pedal. The voice sings a g on the 
third beat of m. 14 to the word "bare"; this is the leading 
tone to A flat major. The expected A flat chord arrives at 
m. 15, but as the dominant thirteenth of D flat Major. As 
in mm. 11-12, Titcomb used the same gesture by using the c 
of the dominant chord of m. 16 as a common-tone for the 
tonality of m. 17. Instead of progressing to the dominant, 
it goes to a modal minor triad with a minor seventh, an E 
flat minor chord, ii7 of D flat. There is however, no 
cadence in D flat (which is a whole step below the tonic key 
of the piece). At m. 20, instead of the dominant chord of A 
flat, Titcomb emulated Richard Strauss by writing in an F 
major chord, a modal cadence to the E flat minor chord which 
preceded it. He further obscured the sense of tonality on 
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mm. 20-21 by employing four chromatically descending 
parallel major chords; m. 22 contains a C minor seventh 
chord, then the parallelism continues. Titcomb makes 
further use of tone-painting later in the work, by setting 
the word "wail" at mm. 20-23 to a winding chromatic line. 
Mm. 23-26 is a repeat of the introductory material. 
"The Changeling", C 1924) also dedicated to Grace 
Leslie, is a lively song. The piece attempts to portray the 
agitation of a gypsy's companion, who cannot keep up with 
her fast pace. Titcomb suggests this atmosphere immediately 
with a pianissimo piano prelude marked "but with decisive 
rhythm", where the pianist plays staccato eighth-notes with 
both hands. Fast arpeggios are played in the high register 
of the piano as an accompaniment To the words ••. "my pace is 
too fleet". The vocal part consists largely of eighth-note 
scalar passages in vivace tempo. At mm. 22, a poco 
rallentando occurs for the words •.• "! cannot make you 
understand", possibly to depict the gypsy's slowing her pace 
to explain. 
"In April" (1924) has not been located, but is 
mentioned in Chester Bonney's list of songs.9 Titcomb 
himself published "Absence" (1925), a setting of an Amy 
Lowell text describing the emptiness that a lover feels in 
9 Bonney, op. cit., p. 4. 
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the abscence of her beloved. The piano accompaniment is 
typically difficult, with scale passages in octaves, wide 
leaps, and fast passages to be played triple pianissimo; 
also found in this work are virtuosic passages on the piano 
played with the una corda pedal. The accompaniment 
underlying the words .•• "Chilled by the wind from the open 
window" becomes agitated with fast passages, rolled chords 
and grace notes. A whole-tone scale is played after the 
words ••• "the moon's radiance". Thundering octaves 
accompany the text ••• "It brims red and trembling with 
blood". while it ends parlando to the words .•• "and the 
bitter-sweet taste of a soul". The work was composed in a 
pseudo-Debussyan style replete with ninth chords and whole-
tone scales. On the score owned by Grace Leslie is 
written ... "Sung many times with composer at the piano" .10 
"Memory Land" (1925), a work in ABA form, deals with 
the reminiscences of romantic encounters that one lovernow 
alone, has had in different outdoor settings. The piano 
part here does much to convey both individual words and the 
sense of the text; for example, quick thirty-second note 
flourishes in the right hand against staccato eighths in the 
left usher in the words, "The drip from a cool fleet 
paddle''; that pattern continues through both A sections. 
10 Inscription in Grace Leslies hand-writing on her 
score of Absence. 
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The rhythm used for those words mirrors the speech patterns 
to help convey their meaning, as well as the descending 
eighth-note fourth sung decrescendo to the word "drip". 
Titcomb also added thirty-second note graces in a high 
register in the piano as a complement to the words •.. "The 
call of a bird". A fermata is inserted between the 
texts ... "The colors of sunset", and ••. "and you." At the B 
section the texture changes dramatically: the piano has 
widely-spaced rolled chords to under 1 ie the text, "The 
mystic haze of her shadows". At the end of the piece, the 
word "dreaming" is set to the highest note of the song, g 
flat, sung pianissimo. 
"Perhaps" was published by Titcomb in 1925; a strophic 
song marked "rather slowly", it concerns a suitor who 
whispers his beloved's name to the wind in hopes that it 
Wi 11 carry it to her ears. The key words of each line 
always have long values, and are sometimes set to several 
notes, such as the word "night". For the most part, the 
melodic line is confined within the limited range of a 
perfect fifth, but expands to an octave for the words ... "the 
cool breeze bears it away". In the piano part Titcomb 
employed arpeggios to depict the breezes that are mentioned 
in the text. 
Most of the unpublished secular works have no dates, 
but were probably written either before or during the same 
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period as the published songs, which date between 1915-1925. 
Several factors support this conjecture: all other 
unpublished scores that are dated fall within this time 
period; likewise, these ten years saw Titcomb's 
disillusionment with church music and his turn to secular 
composition. 
I n "Ama 1 f i " , a work dedicated to Grace Leslie. 
describes the collective feelings of a people that will come 
to worship the sea. The first two measures employ three 
chords: G flat on the first beat of m. 1, F flat on the 
second beat of the same measure, and an A major ninth on m. 
2, ( see examp 1 e 2 , p • 195) • He could have written three 
consecutive chords descending by whole-step, but instead 
substituted the dominant of the third chord CA instead of D 
major). This device is repeated on mm. 3-4 and mm. 5-6; at 
mm. 6-7 Titcomb does it once more, only with root position 
triads. New material is introduced on m. 8, and dominant 
seventh chords in the key of G flat finally establish the 
tonality on mm. 9-10. Titcomb wrote arpeggiated figures in 
the piano accompaniment to reflect the words by Richard 
Aldington about its waves. One can note how the sea's 
restlessness is depicted by the conflict between the voice 
part and the 6/8 of the piano for the words, "on your pale 
green waves". 
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(see example 3, p. 196), is related by a man who feels that 
he must leave his lady because she is no longer a child, 
Example 3: Little Lady of my Heart 
yA,{(. - - - -
11..u. • .,.. 
- . 
Love me: w• w:tl jo~ts OMd r4rt 1 €re t:J,;~ love fowr .s~er. J'-'!i'v,,iTlw.(l,;l,J/a.udl. , 
promising not to recount his exploitation of her to anyone. 
The song which is strophic with a short coda, includes very 
specific directions regarding dynamic and tempo changes. 
The piano accompaniment, which basically doubles the voice, 
is easier than most that he wrote, but the voice part, which 
rarely exceeds an octave, reflects the level of difficulty 
that one usually finds in Titcomb's songs. Titcomb wrote in 
a rallentando for the words •.• "Just a little longer love me" 
at mm. 3-4, to depict the hesitation on the part of the 
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lovers, and then indicates an a tempo at m. 5 to the next 
line of text ••• "we will pass and part". The values go from 
eighth-notes for ••• "ere this love grows ... " to quarter-notes 
with a ral lentando on the last word, "stronger". 
In "Petals", Amy Lowell uses a stream upon which one 
strews petals as a metaphor for life; the works and dreams 
of mankind are represented in the petals that are spread 
over a great distance. Titcomb used the indication 
"mumure" Csee example 4, p. 197) over the piano 
































accompaniment, which plays a passage of flowing sixteenth-
notes in 9/8 time as a prelude to the voice entrance in the 
second measure with the words "Life is a stream". Note how 
in example 5 Cp. 198), how the words ... "opening rose" are 
set to a tritone leap followed by an outline of an augmented 
chord. The use of a pentatonic-like scale an m. 10 to 
portray the word "distant" is quite an original way to 
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Example 5: Petals 
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"Ship o' Dreams", is a short song of only forty-one 
measures is another poem of metaphors; it embodies the 
hopes of a person who must wait on shore who keeping the 
lighthouse going in order to keep the ship on course. The 
title page to this work bears the date August 25, 1920. 
Like all of the other songs about the sea, this one is in 
triple time. The piano introduction portrays the sea's 
waves with a gently rocking rhythm in 6/8 time and a lyrical 
theme that is taken up by the soprano, a mood which 
continues throughout the work. The only fermata in the 
piece occurs on the last word of the line ... "Hold to your 
course!"; the rocking motion ceases in the accompaniment 
that follows, as if to reflect the stedainess of the ship. 
"The Tempters", is a tale of how the subject of the 
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poem learned all of the secrets of life by embarking on a 
journey after heeding the call of the breeze and the brook. 
Titcomb suggested the word "breeze" both at the beginning 
and the end of the work by writing in arpeggiated figures in 
the piano accompaniment in a high register (see example 6, 
p. 199). The direction animate is used for the text •.. "went 
gaily along al 1 together" to enhance the carefree sense of 
Example 6: The Tempters 
---
.::.v,,;;:_:~ph e,~ ~'fe-:;;)fers 
---~ I 
. Allegretto. (.J - 100) 
A 
the words. The work is a challenge for both singer and 
accompanist; the singer often has long phrases that end on a 
high note trill, as can be seen in mm. 12-13 of example 7 
Cp. 200), while the pianist plays a pianissimo accompaniment 
involving rapid passages as well as hand-crossing. 
Titcomb wrote the piano accompaniment to the melodies 
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Example 7: The Tempters 
3 .:, 
f.,,. . _-.- __ 
.J 
of an unpublished song cycle entitled, "Japanese Lanterns", 
by Herold von Holzhausen, dated October 1, 1934 on the title 
page. This set of five brief songs, on texts by three 
Japanese poets who wrote Haiku, was dedicated to Grace 
Leslie. The pieces are: "The Moon Ship" CHi tomaro, 8th 
century) "Moon Gazers", "A Wish", and "Tree Shadows", 
(Basho, 1644-1694): and "Moon Reflections", CTukayabu, 900-
934). In all of these songs, which are relatively short, it 
appears that Titcomb is suggesting a type of musical Haiku 
with a vocal line and accompaniment Csee example 8, p. 201) 
of utmost simplicity. The parallel triads in the piano 
accompaniment presumably add a touch of "orientalism". 
The only other vocal solo of Titcomb's that is known is 
a sacred song for alto. His niece. Susan Titcomb Creighton. 
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Example 8: Moon Gazers 
---t--
:Jlas l,.o 6B111 1;,y 
(5) 
h, 
,,.· i,, - -) .. ·-~--- "' . 
n . 
) 1l~t M~[(; or tf5 ~est fo~_altllfure for we 1.hn~~&ckM1d 01tr ~t~J  ~~J 
t 
~ . . ., --~n lllf l/~N- ' r~ ll..=::::==-----·-.-. ~ ,4- ~ ----- - ,.. j_ -~· 
) r61\.. o. J ;™ --lto - - - - ~ .. PP!';.,._ 
n 
~ 




blt us OLLr [1 
J 
p% }~-~~ Ji'. - -~'r_ .. i (Jll:~ 
+/,.\. • • --·•- . l"l'P 
""lz<lo, 'I r n 71' ' t 
requested a religious work, and Titcomb responded with "I 
Will Lift Up Mine Eyes Unto the Hills" in 1959.11 The text 
for this work is taken from Psalm 121. As can be seen in 
example 9, Cp. 202), the right hand of the organ part 
doubles the vocal melody, a device also found in most of the 
sacred choral works with organ accompaniment. The melody 
itself is straightforward, resembling a hymn-tune in 
character. The virtuosic passages that one finds in his 
secular compositions are absent here. 
11 From an interview with Susan Titcomb Creighton on 
February 21, 1989. 
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Example 9: I Will Lift Up Mine Eyes 
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We can now turn to a discussion of the instrumental 
works, which like the secular songs were written early in 
his career, usually upon request. Titcomb wrote a violin 
sonata with piano accompaniment for his sister, Mabel 
Titcomb Quimby (1876-1955), a professional violinist.12 
12 Correspondence from Frances Snow Drinker, dedicatee 
of the "Hedding Suite" to the author, dated November 20, 
1987. p. 1. 
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Fred MacArthur, music director at Old South Church in Boston 
and a former student of Titcomb's, along with Thomas Hill 
and Frances Snow Drinker, all report having seen the sonata, 
but as of this writing, it cannot be located. A second 
violin and piano composition entitled "Easter Romance" was 
documented by the Amesbury Daily News on April 10, 1939. A 
local violinist, Elise 
concert held at the 
Biron Nichols, 
Market Street 
performed it in a 
Baptist Church in 
Amesbury, Massachusetts on April 9, 1939, but it too appears 
to be lost. 
Titcomb also wrote two piano pieces: the first, a 
rather virtuosic "Valse Humoresque" (1915), featuring many 
scale passages, hand-crossings, and subito dynamic changes. 
The other composition is "Satyr's Fountain" C 1928), a work 
mentioned by Chester Bonney which has not been located.13 
According to Berj Zamkochian, Titcomb dedicated and 
presented the work to the piaano virtuoso, Walter 
Gieseking.14 
Titcomb likewise made his own arrangment of "By the 
Beautiful Danube Waltzes" CsicJ by Johann Strauss for 
piano. Although it was not published, and is undated, 
several factors allow for the conjecture that it comes from 
13 Bonney, op. cit., p. 4. 
14 From an interview with Berj Zamkochian on January 2, 
1990. 
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the same period as the songs. First, the work is signed "E. 
H. Titcomb"; since Titcomb dropped the middle initial 
(originally his first initial) around 1920, the work must 
have been written sometime before that. Also, the technical 
difficulty of the arrangement, which includes arpeggio-like 
passages, hand-crossings, and awkward chords Csee example 
10, p. 204), suggests that it comes from the period when he 
Example 10: the Beautiful Danube Waltzes 
was practicing piano often as Grace Leslie"s accompanist. 
In addition, Titcomb probably wrote the piece for himself to 
perform, as there is no dedicatee. 
There is also a two-piano arrangement of a "Seguidilla" 
by Isaac Albeniz (1795-1855) in manuscript Cno date) that 
requires two virtuoso pianists for a successful 
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performance.15 It was probably written between 1915 and 
1930, the same period as the other piano pieces. 
The "Hedding Suite" for flute and piano or organ was 
dedicated to Frances Snow Drinker. Thre opening and final 
movements--Allegro, Andante Cantabile, and Scherzo--were 
written at Camp Hedding in Epping, New Hampshire in August 
of 1946, while the second movement, a Minuet, was finished 
at Hedding on August 31, 1955. Frances Snow Drinker 
premiered the work with her father, Francis Snow, at Trinity 
Church in Boston on September 20, 1946, and played it again 
shortly thereafter with E. Power Biggs on one of his weekly 
national radio broadcasts from the Busch-Reisinger Museum in 
Cambridge. Drinker has also performed the Suite several 
times at Methuen Memorial Music Hall with George Faxon.16 
The following program notes were written 
published with the score: 
by Titcomb, 
Camp Hedding is a beautiful tract of 
woodland with hundreds of acres of lofty pines 
through which the wind and breezes make music. 
At the time this Suite was composed, the 
haunting tones of a flute played by Frances 
Drinker could be heard, creating a truly [sic] 
woodland symphony.17 
15 Seguidilla was taken from Cantos de Espana (1896), 
Op. 232 for piano solo. 
16 From an interview with Frances Snow Drinker on March 
19. 1988. 
17 Publisher's Note with the "Hedding Suite", by 
Cundy-Bettoney Co., Inc. Boston Massachusetts. 
206 
The Allegro is a flowing piece in 6/8 time, in which 
the lilting dotted rhythm in the flute part is contrasted 
with a chordal piano accompaniment. The Menuetto which is 
actually a waltz, contains harmonies that are reminiscent of 
Grieg: chords a third apart are juxtaposed, and modal 
cadences are used frequently. The Andante contains a modal 
flute melody with accompanimental parallel seventh chords. 
The last movement, a scherzo, is technically quite demanding 
for the flautist because of the fingering patterns combined 
with the fast tempo which make it hard to perform. It is 
obvious however, that Titcomb understood how to write 
virtuosic music for that instrument. 
The manuscript copy has registrations written in 
Titcomb's hand: he calls for typical stops that are found on 
Aeolian-Skinner organs, such as Aeoline, Salicional, English 
Horn, and Cor Anglais. Titcomb gave the score to Drinker as 
a gift: she reported that he told her she could publish it 
in her own name if she wished, giving her complete rights to 
the score. This is a rather unusual thing for a composer to 
do, and can be attributed to Titcomb's humility as regards 
his work. Drinker did have the score published in 1962 
under Titcomb's name as an All-State piece for flute 
students .18 
18 From an interview with Frances Snow Drinker on March 
19, 1988. 
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It is worth noting that except for the flute suite, the 
two violin pieces, and the two piano pieces, all of 
Titcomb's secular works were written for voice and piano. 
Clearly his fascination with the human voice did not 
disappear when he stepped outside the church; however, that 
is where the similarity between his sacred and secular works 
ends. It is interesting to note the vast difference between 
the conservatism of Titcomb's late compositions for the 
church as contrasted to his impressionistic style used in 
the secular songs written in the early part of this 
century. The concert hall audience was, and still is more 
cosmopolitan in taste as concerns contemporary music, than 
the church-going listeners, who expect a much more 
conservative style. This is clearly reflected in the music 
of Everett Titcomb, who wrote those arresting secular songs 
during a phase of his life when he was disgruntled with the 
church. As soon as he was given control of the music 
program at St. John the Evangelist, Titcomb devoted most of 
his time to the church. The secular literature was 




Titcomb had been occupied with building up a repertory 
of Gregorian chant with his choir at the Church of St. John 
the Evangelist for twenty-three years before he set down his 
thoughts about the rendition of chant in a letter to The 
Caecilia, a Roman Catholic newspaper to which he subscribed: 
I am convinced that the greatest factor in 
causing so many people to dislike Plainchant is 
the organ. Magnificent organs and fine playing 
have indisputably their place in making more 
glorious the worship of God in His Church, they 
most certainly were never intended to dominate 
and usurp the place of the singers ••• ! 
This editorial, a response to an article entitled "What is 
killing High Mass?", was the first item that Titcomb ever 
wrote for publication in a periodical. He was not by any 
means opposed to having organ music within the service, but 
was of the opinion that ••• "a radical change in the routine 
of rehearsals in most choirs ••• "2, would facilitate a 
1 Everett Titcomb, 
Catholic," The Caecilia 
2 Ibid., p. 141. 
"Communications From 
VL/3 C 1933), p. 141. 
an Anglo-
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cappela singing of Plainchant for church choirs. But he 
concluded that Plainchant, having been written centuries 
before organ tone was acceptable for use in the church, i~ 
best rendered without accompaniment. He explained: 
He 
No organist, however skillful, can render 
the melody itself with all its shadings and 
nuances; the nature of the instrument as well 
as the fact that the Chant was composed long 
before organ tone, as we know it, was dreamed 
of, and was written solely for the human 
voice, makes this impossible.3 
further expressed the point of view that 
congregations would readily accept Plainchant as belonging 
to the High Mass if it were properly sung. He was of the 
opinion that every choirmaster should be able to read 
Gregorian notation and teach his choir to do so, and offered 
suggestions as to how one should conduct a choir rehearsal: 
••• Do not rehearse with the organ or other 
instrument until the music is thoroughly and 
completely learned. Then, and only then, add a 
very soft organ accompaniment, preferably one 
that does not contain the melody itself but is 
merely a soft background of appropriate 
harmonies. If the organist is incompetent to 
do this, it would be better to sing the Chant 
unaccompanied, reserving the organ playing for 
Preludes, Postludes and after the Proper 
Offertorium.4 
He felt that the organ should be used to accompany chant for 
rehearsal only and not during services. Realizing that in 
3 Ibid., p. 141. 
4 Ibid., p. 145. 
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some cases this ideal would be unobtainable, Titcomb 
wrote ••• "If an organ accompaniment is demanded at Services, 
it should consist of a very soft harmonic background, 
omitting the melody".5 Titcomb stated that the organ 
detracts from rather than adds to the beauty of the music, 
likening it to an accompanist at a song recital who plays 
the voice part along with the singer.6 
Though Titcomb became absorbed in chant relatively 
early in his career Cin 1911), he related that at first he 
was progressing in a completely different direction. He did 
not adhere to the liturgical proceedures, and would often 
have the choir sing Victorian music. In the Anglican 
church, the High Mass is to include congregational 
participation. Not only did Titcomb include a setting of 
the Creed that had no Gregorian Chant in it, but he excluded 
the congregation in the singing of it as well. For his 
first Christmas service at the Church of St. John the 
Evangelist in 1910, Ca time when Titcomb had not yet been 
introduced to chant) he had the choir sing a Mass by the 
Victorian composer Richard Redhead C 1820-1901 ) • The 
Superior reprimanded him for doing a Creed sung only by the 
choir, and in 1936 Titcomb conceded: 
5 Everett Titcomb, Anglican Ways CNew York: H. w. Gray 
Co. , Inc • , 1954) , p • 32. 
6 Ibid., p. 32. 
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••• I am now wholly of the opinion that such 
settings of the Creed are inappropriate. The 
Creed should be sung by all the people ••• Had I 
been allowed to go on those musical lines 
unhampered, we might still be doing the 
same ••• 7 
Titcomb wrote his first article on church music in 1938 
for The Cathedral Monthly, entitled "Church Music--Good and 
Bad" expressing opinions on several aspects of music, both 
choral and congregational. On the subject of Plainsong, 
Titcomb stated that it ••• "belongs to the church. It in no 
way suggests the music of the opera house or concert hall."8 
It was a deep concern of his that church music should not 
serve as a mere vehicle for displaying the talents of the 
performers: thus he felt that Plainsong was the ultimate 
type of music suitable for the service. He reasoned that 
congregations resisted the use of Plainsong only because 
they had heard only poor renditions of it, and also realized 
that some disliked it because of its association with High-
church 11 turgy. He felt that it was regrettable that the 
singing of Plainsong should be linked with any kind of 
allegiances within the denomination.9 
On the subject of performance practice, Titcomb 
7 Everett Titcomb, "Twenty-five Years at St. John"s," 
Cowley, IX/34 (1936), p. 66. 
8 Everett Titcomb, "Church Music--Good and Bad," The 
Cathedral Monthly, I/5 November (1938), p. 9. 
9 Ibid., p. 9. 
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mentioned in Anglican Ways that: 
Plainsong is best sung antiphonally, and 
only occasionally should both the men and boys 
Cor women) sing together. When so sung, 
whether in psalms or hymns the tiring effect of 
long-continued octaves is avoided.10 
He was referring to the use of psalms within the liturgy 
when he wrote this; if Plainchant were to be sung in a 
concert setting, which Titcomb often did, then this would 
not always be the case. As psalm settings are often long, 
Titcomb felt that the above suggestion would lend some 
variety to its performance.11 Titcomb also suggested the 
use of Faux-Bourdon settings of psalm-tones, which could be 
alternated with the unharmonized chants during the service; 
these settings he defined in Anglican Ways: 
A true faux-bourdon has the plainsong theme in 
the tenor or Cin settings for more than four 
voices) the baritone. The recitations are sung 
as in any psalm-tone, but the usually more 
elaborate cadences are freely interpreted by 
the conductor.12 
It is not clear from Titcomb's writings how he would 
harmonize faux-bourdon settings. He remarked in his 
pamphlet A Choirmaster's Notebook that the art of singing 
Faux-Bourdon had been recently revived, suggesting certain 
10 Everett Titcomb, Anglican Ways CNew York: H. w. Gray 
Co. Inc., 1954) p. 37. 
11 Psalms have traditionally been sung antiphonally as 
well. 
12 op. cit. p. 43. 
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twentieth-century settings that were as useful as those by 
the early polyphonists.13 
Anglican chants, which are quite different from 
Gregorian chant, in actuality constitute short hymn-like 
tunes with a flexible reciting note to accomodate the 
varying lengths of verses of the prose psalms found in the 
English prayer-book psalter.14 Titcomb felt that Anglican 
chants were inappropriate for parish use because: 
Anglican chants were for the most part 
composed for English Cathedral Choirs where 
there is always a perfectly balanced 
ensemble ••• and when thus perfectly sung are 
often beautiful. But they are very 
unsatisfactory when all sorts and conditions of 
voices in the congregation try, and usually in 
vain, to reach the high notes of the soprano 
part .15 
Anglican chant fell out of use in English parishes because 
of the rise in prominence of congregational as opposed to 
trained choral singing, but these chants are still sung 
congregationally in this country. Titcomb believed that due 
to the large body of writings on the subject of Plainchant 
and the availability of good recordings of both chant and 
sixteenth-century polyphonic motets, every choirmaster or 
13 Everett Titcomb, A Choirmaster's Notebook (Boston: 
Schola Cantorum Publications, 1950), p. 16. 
14 Erik Routley, A Short History of English Church 
Music (London & Oxfors: Mowbrays, 1977), p. 39. 
15 Everett Titcomb, "Church Music--Good and Bad," The 
Cathedral Monthly, I/5 November (1938), p. 9. 
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singer could easily become acquainted with the repertory. 
He wrote: 
••• A good way to put this idea into practice is 
by using Canon Douglas' book entitled 'Church 
Music in History and Practice' and some of the 
recordings he recommends ••• for those living in 
remote places to gain a real knowledge of 
those early and perfect types of church music, 
thereby acquiring an unfailing standard of good 
taste ••• 16 
It is obvious that Titcomb was aware of the work of 
others who were also Anglican liturgists involved in 
Plainsong both in this country and in England. Titcomb's 
pamphlet, A Choirmaster"s Notebook (1950), contains a list 
of recommended readings which include: Winfred Douglas, 
Church Music in History and Practice (1937); Willi Apel, 
Harvard Dictionary of Music (1944); Gustave Reese, Music in 
the Middle Ages (1940); Harvey Grace, The Complete Organist 
<1920); Dom Mocquereau, Le Nombre Musical Gregorien (1908), 
and several others.17 
This pamphlet was written as a guide to aspiring 
organists and choirmasters who had taken an Anglican church 
position. The Introduction is a reiteration of opinions 
already expressed in his earlier writing on the use of music 
suitable for the church, and also contains a brief 
16 Everett Titcomb, "The Place of Choirs and Choral 
Music in Worship," The Chorister, VII/3 May (1941), p. 4. 
17 Everett Titcomb, A Choirmaster"s Notebook (Boston: 
Schola Cantorum Publications, 1950). 
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description of sixteenth-century polyphony and Plainsong. 
There is a short chapter on Plainsong, followed by chapters 
containing detailed descriptions of the nature of both High 
and Low Episcopal Services, together with the type of music 
appropriate for each. Included are suggestions for hymns 
and suitable points for organ music in the various services 
including Communion, Morning and Evening Prayer, the Litany, 
and Penitential Office. Another chapter is devoted 
to ••• "Various Solemnities, Traditions and Customs",18 where 
a brief history of the origin of each feast of the 
liturgical year is given, along with suggestions for further 
reading and a list of hymns that are fitting for each 
occasion. The last section is an addendum in which Titcomb 
wrote out his opinions on the tempo of hymn tunes, the use 
of "Amen" after a hymn, the origin of the Doxology, the 
conducting of processions, and suggestions for use of music 
for weddings and funerals. 
A Choirmaster's Notebook was reviewed in Cowley 
magazine shortly after its publication; the critic wrote: 
••• His object is not to establish a norm of 
Christian Worship; his aim is to help the 
organist and choirmaster of every sort of 
Anglican Church do a better job. To this end, 
various types of service are carefully 
described from the muscian•s standpoint, so 
that the newcomer at the organ bench will have 
18 Everett Titcomb, A Choirmaster"s Notebook (Boston: 
Schola Cantorum Publications, 1950), p. 20. 
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a better understanding of what is expected.19 
In 1954, Titcomb published a pamphlet designed to 
assist organists in navigating the complexities of the 
Anglicn liturgy, called Anglican Ways; it is a significantly 
expanded version of A Choirmaster"s Notebook. The tempo of 
hymn-tunes was an important matter to Titcomb, who felt that 
most choirmasters paid too little attention to such an 
integral part of the service music; he wrote: 
••• choirmasters should remember that hymns are 
words and that the tempo should be in keeping 
with the spirit of the words. In determining 
the proper tempo, the size of the auditorium 
and the amount of reverberation are factors to 
be considered, but most important is the 
choirmaster"s possession of a correct knowledge 
of the words ••• 20 
More attention is given to the descriptions of the various 
feasts of the church year in this booklet, along with some 
suggestions for suitable hymns, chants, and choral anthems 
for each particular service. In the chapter on Plainsong, 
Titcomb details his views on rhythm. As has been mentioned 
earlier, he was a follower of the Solesmes monk, Dom 
Mocquereau, and his method of singing chant. He wrote: 
Every note, single or within a neume receives 
one beat, called the 'basic pulse' because it 
is never divided as in modern music, that is, 
19 T. M. "Book Notes," Cowley XXIII/90 Summer (1950), 
p. 53. 
20 Everett Titcomb, Anglican Ways <New York: H. W. Gray 
Co. Inc • , 1954) p • 21 • 
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no note ever receives less than one beat, 
although many notes are frequently given to one 
syllable thus lengthening the syllable by as 
many beats as there are notes. The beats are 
approximately equal, but should not be rigidly 
measured ••• the tempo is determined by that of 
oratorical Cnot hurried) speech.21 
He also included a chart for each mode, containing its Final 
and Dominant, given in both authentic and plagal forms, 
along with an explanation of how the modes function. 
Titcomb ended his chapter on Plainsong with the warning: 
••• Like all music, 
emotion, in its [sicJ 
but this emotional 
exaggerated nor 
theatrica1 ••• 22 
it is an expression of 
case, religious emotion, 
utterance must never be 
become sentimental and 
The general principals of his beliefs on church music 
excluded anything profane: he did not object to 
expressiveness in music as long as it did not suggest the 
secular vein. Titcomb wrote that the music of Ockeghem, 
Machaut and that of other fourteenth- and fifteenth-century 
composers is very impressive, but is also too complicated 
and difficult for use in most church services today, 
suggesting that the smaller works of Josquin des Pres and 
Palestrina are most practical for the average church choir. 
Of rehearsal techniques and choral music, Titcomb wrote: 
Before a rehearsal of a modal motet, it is 
a good plan to have the choir sing the 
21 Ibid., p. 31. 
22 Ibid., p. 34. 
218 
mode ••• The singers should be made to realize 
that their part is as important as any other, 
and the bar-lines have no relation to accents 
but that the proper accent of a word is 
retained regardless of the part of a measure it 
occupies. Much of the charm of polyphonic 
music is lost if all the voices feel that the 
first beat in the measure is always strong. A 
weak syllable on the first beat should be sung 
softly ••• 23 
Titcomb included a short glossary in Anglican Ways, 
which desfines musical items that pertain to the various 
services of the Episcopal church. There is an extensive 
bibliography at the end of this booklet, whose headings are: 
Hymnals, Reference books, Church Music, and Plainsong. 
Although there are no musical examples given in the text, 
there are many references in the body of the text to 
passsages in the Kyrial of Winfred Douglas and the Choral 
Service (1927) of the Joint Commission on Church Music of 
the Protestant Episcopal church. Titcomb stressed in the 
Foreword that he did not advocate one way of conducting the 
service as better than the others, but attempted to explain 
each one as far as he was able. For that reason it was an 
excellent guide to an aspiring choirmaster. 
Both A Choirmaster"s Notebook and Anglican Ways are 
somewhat outdated today because most parishes have replaced 
The Hymnal 1940, that Titcomb used, with The Hymnal 1982. 
The pamphlets are valuable in that they present the 
23 Ibid., p. 38. 
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historical performance practices froom the standpoint of the 
Solesmes school of Gregorian chant. Several hymns from the 
former hymnal are used in the latter, so that Titcomb's 
references in the two pamphlets are useful notwithstanding 
the fact that the Anglican Church uses the new hymnal. 
Another basic problem is that the traditional high-church 
liturgy has become unpopular in many parishes today. But 
Titcomb's writings are still of importance because they 
include Low-church practices as well. 
Titcomb lamented the decline of Men and Boy choirs in 
an article that he wrote for the Church Militant in 1960. 
His own Men and Boy choir at the Church of St. John the 
Evangelist had long been disbanded because of the lack of 
boys in his parish, as he put it: 
••• the greatest changes I have observed are due 
to the fact that boy-choirs have in so many 
places been given up, and to the importance 
given to organ music.24 
Titcomb's other writings either reiterate ideas that he 
stated in previous articles, or take the form of 
reminiscences of happenings at the Church of st. John the 
Evangelist. The lengthiest of Titcomb's writings was an 
essay entitled Recollections which covers only that part of 
his life that involved his church work: it includes some 
24 Everett Titcomb, "Choirs and Church Music Through 
the Years," The Church Militant LXIII/2 (1960), p. 7. 
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anecdotes, but mainly deals with physical changes that were 
made to the church building. Titcomb also occasionally 
documented the music used in certain festivals such as Holy 
Week, Easter and Christmas.25 
Each part of Everett Titcomb's career was closely 
linked to the other parts: because of his knowledge as a 
church musician, he was able to compose music that was 
easily accessible to many kinds of choirs. Through his work 
as a teacher in training choirs, he was careful to introduce 
congregations and choirs to new kinds of music. As an 
improviser at the organ, he could draw on that technique to 
write several works in an improvisational style based on 
Plainchant and hymn-tunes. Titcomb was a many-faceted and 
deeply thoughtful figure, who used his skills as teacher, 
composer, liturgist and scholar to enrich future 
generations of church musicians. As his many students have 
taken important church positions and cultivated the type of 
music programs as Titcomb did at St. John the Evangelist, 
coupled with the fact that much of his music is still in 
print today, one can see that his influence in the field of 
music is still felt by musicians and Anglicans to this day. 
25 Everett Titcomb, Recollections (Boston: 1951, 
revised in 1955), an unpublished manuscript available at the 
Monastery of St. John the Evangelist, Cambridge, 
Massachusetts. 
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APPENDIX I: LIST OF COMPOSITIONS 
Notes on the Catalogue of Works 
Titcomb's works fall into two categories: those that 
were published and those remaining in manuscript. In 
compiling this catalogue I have relied much on information 
from two people: Thomas Hill, of Plymouth, Massachusetts, 
who was a choir member at St. John the Evangelist Church 
from 1933 until 1950, and Chester Bonney, whose unpublished 
Recollections of Everett Titcomb contained a list of songs 
and piano pieces [Bonney Catalogue: CBJ. Bonney was 
probably given the list of these pieces by the composer. 
Hill, who catalogued all of the choral works written by 
Everett Titcomb between the years 1933 and 1968, worked with 
the composer as choir librarian. Although he had access to 
every piece, many in manuscript, Hill does not have any of 
these works in his possession [Hill Catalogue: THJ. I have 
made every effort to acquire copies of those works. 
Thomas Paine of Carl Fischer, Boston has been helpful 
in obtaining the correct catalogue numbers of Titcomb's 
published music. 
The Library of Congress has all of the songs published 
by C. W. Homeyer and C. W. Thompson. [Library of Congress= 
LCJ 
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The Boston Public Library has all of the songs 
published by c. w. Homeyer and C. W. Thompson, as well as 
the piano piece "Valse Humoresque" in the Brown Collection. 
[Boston Public Library= BPLJ 
Mugar Memorial Library at Boston University has 
published copies of the organ compositions 11 Penteco:.at 11 , 
"Prelude", and "Vexilla Regis". [Boston University= BUJ. 
The Society of St. John the Evangelist has autograph 
manuscripts of the "Missa Sancti Francisci", "Missa Salve 
Regina", and the motet "Ave Verum Corpus Christi". [Society 
of St. John the Evangelist= SSJEJ. 
Likewise, I have drawn on a number of private 
collections of Titcomb's music: 
Kenneth Starr of Somerville, Massachusetts also 
compiled a catalogue of all choral and organ works written 
by Titcomb after 1933; both manuscripts and prints were 
given to him by Chester Bonney. [Kenneth Starr Collection= 
KSJ 
Several autograph manuscripts, as well as some songs 
that were in print, are in my possession [Susan Armstrong 
Collection= SAJ. 
One of Titcomb's published piano works, as well as two 
piano transcriptions of orchestral works in manuscript, and 
two published songs, are from the collection of the 
composer's niece, Ruth CMrs. David) Boyden, of Berkeley, 
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California, [Ruth Boyden= RBJ. 
"Festive Flutes" for organ was dedicated to Richard 
Grant, who was Titcomb's assistant at St. John the 
Evangelist, he possesses the autograph manuscript. [Richard 
Grant= RGJ. 
"0 Quam Suavis", an autograph manuscript, is in the 
possession of Edith Sloan [Edith Sloane =ESJ 
A special arrangement of the "Suite in E major" for 
organ was made by Titcomb's colleague, 
[George Faxon= GFJ. 
George Faxon. 
An arrangement of one of the choral pieces for Boston 
University Seminary Singers by Max Miller, also a colleague, 
is in the Seminary Singer's library. [Max Miller= MMJ. 
The autograph of "Fantasy On a Mediaeval Hymn Melody" 
is in the possession of its dedicatee, Fred MacArthur. 
[Fred MacArthur= FMJ. 
"I Wi 11 Li ft Up Mine Eyes", an al to vocal solo, was 
written for and dedicated to Susan Titcomb Creighton, and it 
is in her possession. [Susan Creighton= SCJ. 
I have obtained information that Titcomb wrote a violin 
sonata, the manuscript of this unpublished work was seen by 
Thomas Hill, Fred MacArthur, and Francis Snow Drinker, the 
dedicatee of the Hedding Suite. Unfortunately, the work has 
been lost. The Amesbury Daily News also carried information 
about a violin and piano work, "Easter Romance", which has 
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also been lost. [Amesbury Daily News= ADNJ. The following 
catalogue comprises a listing of all of Titcomb's known 
works. For each composition, the following information is 
given: 1) Title, 2) publication data, 3) Vocal setting and 
instrumentation. 
Everett Titcomb 
Choral Works 1933-1968 
1. Adeste Fideles - Hymn/Anthem on "0 Come All Ye 
Faithful". 
C. F. Peters No.6399 (1962); TH, KS, Print 
SATB, Organ or Piano (2 trumpets, 2 trombones ad lib) 
2. Alleluia! All The Earth Doth Worship Thee. 
B. F. Wood/Belwin No.64175 (1941); TH, KS, Print 
SATB, Organ or Piano. 
3. Alleluia! 0 Come Let Us Sing. 
Harold Flammer No.84919 (1967); TH, KS, Print 
SATB, Organ or Piano. 
4. Antiphon Of Spring 
Summy/Birchard (1953), and Harold Flammer (1964); TH, 
KS, Print 
SATB, Organ or Piano. 
5. Ave Verum Corpus Christi. 
Manuscript (1936); TH, SSJE, Autograph 
SATB a cappella. 
6. Ave Verum Corpus Natura. 
McLaughlin & Reilly No.1745 (1951) (English words in 
1968, No.2860); TH, KS, Print 
SATB, a cappella. 
7. Behold Now, Praise The Lord. 
B. F. Wood/Belwin No.64133 (1938); TH, KS, Print 
SATB, Organ or Piano. 
B. F. Wood Music No.543 and Mills Music No.64158 (1940); 
TH, KS, Print 
TTBB, Piano. 
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B. F. Wood No.631. (1943); KS, Print 
SA, or TB, Organ. 
8. Behold, O God, Our Defender. 
H. W. Gray No.2706/Belwin (1961); TH, KS, Print 
SATB, Organ or Piano. 
9. Be Joyful, O Daughter of Sion. 
(Christmas): Carl Fischer No.CM-437 (1934); TH, KS, 
Print 
SATB, a cappella, from Eight Motets. 
10. Benedictus Es, Domine in C major. 
Carl Fischer No.CM-509 (1937); TH, KS, Print 
SATB, Organ or Piano. 
11. Benedictus Es, Domine in E flat major. 
Carl Fischer No. CM-6833 (1955); TH, KS, Print 
SATB, Organ. 
12. Calm on the List'ning Ear of Night. 
Hollis Grant, Providence (1954); TH, KS, Print 
SATB, Organ or Piano. 
13. Christ Our Passover. <Easter) 
Carl Fischer No. CM-439 (1934); TH, KS, Print 
SATB, A Cappella, from Eight Motets. 
14. Christ The Lord Is Risen Today. (Easter) 
C. F. Peters No.P6388 (1962); TH, KS, Print 
SATB, Organ or Piano. C2 trumpets ad lib) 
15. Christ, Whose Glory Fills The Skies. 
Richler Music No.1402 (1968); TH, KS, Print 
SATB, Organ or Piano. 
16. Christmas Story-Cantata. 
J. Fischer No.9456/Belwin (1963); TH, KS, Print 
SATB, Organ or Piano. 
17. Come, ye Faithful. (Easter) 
B. F. Wood Music No.591/Belwin (1942); TH, KS, Print 
SATB, Organ or Piano. 
18. Communion Service in C major. 
H. W. Gray No.2225/Belwin (1952); TH, KS, Print 
SATB, Organ or Piano. 
226 
19. Communion Service In D Major CMissa Brevis, without 
Creed). 
B. F. Wood Music No.645/Belwin (1945); SA, Autograph, 
TH , KS , Pr i n t , 
SATB, Organ or Piano. 
Christ Our Passover in Ms. added to this Mass 
20. Communion Service inf minor, Salve Regina 
B. F. Wood No.480/Belwin (1939); TH, SSJE, Autograph 
Cl 936) , KS, Print 
SATB, a cappella 
21. Communion Service in g minor. 
H. W. Gray No.2724/Belwin (1962); TH, KS, Print 
SATB, Organ or Piano. 
22. Eternal Praise. 
B. F. Wood Music No.689/Belwin (1948); TH, KS, Print 
SATB, Organ or Piano. 
23. The Eyes Of All Wait Upon Thee, 0 Lord. 
Carl Fischer No. CM-7406 (1964); TH, KS, Print 
SATB, Organ or Piano. 
24. God Is Gone Up. (Ascension) 
H. W. Gray No.2192/Belwin (1952); TH, KS, Print 
SATB, Organ or Piano. 
25. Hark! The Sound Of Holy Voices. (All Saints) 
H. W. Gray No.2362/Belwin (1954); TH, KS, Print 
SATB, Organ or Piano. 
26. Herald Of Good Tidings. (Advent) 
C. F. Peters No.P6653-PTS (1964); TH, KS, Print 
SATB, Organ or Piano Ctwo trumpets ad lib) 
27. Hosanna to The Son of David. 
J. Fischer No.8738 (1953); TH, KS, Print 
SATB, a cappella 
28. Hymn of Gladness. (Easter or General) 
Harold Flammer No.84709 (1962); TH, KS, Print 
SATB, Organ or Piano. 
29. I Will Always Give Thanks. 
Harold Flammer No.88677 (1965); KS, Print 
SA, Baritone, Organ or Piano. 
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Harold Flammer No.A-5184 (1962); TH, KS Print 
SATB, Organ or Piano. 
30. I Will Not Leave You Comfortless. (Whitsuntide) 
Carl Fischer No.CM-441 (1934); TH, KS, Print 
SATB, a cappella, from Eight Motets. 
31. Jesus! Name of Wondrous Love. CHymn Anthem) 
B. F. Wood Music No.44-669/Belwin (1947); TH, KS, Print 
SATB, Organ or Piano; also SAB. 
B. F. Wood No.44-669 (1947); KS, Print 
SAB, Organ 
B. F. Wood No.44-784 (1947); KS, Print 
SA, Organ 
32. Jesus, The Very Thought of Thee. 
Mills Music No.44-873/Belwin (1966); TH, KS, Print 
SATB, Soprano solo, Organ or Piano. 
33. Lead us, Heav'nly Father. 
Harold Flammer No.84808 (1965); TH, KS, Print 
SATB, Organ or Piano. 
34. Let Saints on Earth in Concert Sing. 
C. C. Birchard No.2100 (1955); TH, KS, Print 
SATB, Organ or Piano. 
35. Let The Words Of My Mouth. (Introit or Response) 
H. W. Gray No.2601/Belwin (1959); TH, KS, Print 
SATB, Organ ad lib. 
36. Let Us Bless the God of Heaven. (Trinity) 
Carl Fischer No.CM-442 (1934): TH, KS, Print 
SATB, a cappella. (from Eight Motets) 
37. Let us now praise famous men. 
B. F. Wood Music No.646 /Belwin (1945); TH, KS, Print 
SATB, Organ or Piano. 
38. Light of Light. 
C. C. Birchard No.2072 (1953); TH, KS, Print 
SATB, Organ or Piano. 
39. The Lord's My Shepherd. (Based on the hymn tune 
Crimond). 
H. W. Gray No.2809/Belwin (1963); TH, KS, Print 
SATB, with Solos and Descant ad lib. 
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40. The Lord Is My Strength 
Harold Flammer No.84807 (1964); TH, KS, Print 
SATB, Organ or Piano. 
41. The Lord Reigneth. (feast of Christ the King) 
H. W. Gray No.2446/Belwin (1958); TH, KS, Print 
SATB, Organ. 
42. Magnificat. 
Manuscript. (Everett Titcomb destroyed all copies) 
C 1906?); CB. 
SATB, Organ 
43. Magnificat in G - Mode VI. 
Boston Music No.3032 (1958); TH, KS, Print 
SSA,or Unison, Organ or Accompaniment add lib. 
44. Magnificat, Tone VIII, and Nunc Dimittis, Tone III. 
Manuscript. (1941); TH, KS, Autograph 
TTBB, a cappella. 
45. Magnificat, Tone VIII. 
Manuscript (1935); TH, KS, Autograph 
SATB, a cappella. 
45. Magnificat and Nunc Dimittis. 
Carl Fischer No.CM-543 (1939); TH, KS, Print 
SATB, Organ or Piano. 
46. Mass in C Major. 
J. Fischer No.8758 (1953); TH, KS, Print 
SATB, Organ. 
47. Missa de Regina Coeli, Sanctus and Benedictus. 
Carl Fischer No.CM-434 (1935); TH, (lost) 
SATB, Organ. 
48. Missa Sanctae Crucis. 
Carl Fischer No.CM-430 (1934); TH, KS, Print 
SATB, a cappella. 
49. Missa Sancti Francisci. 
Manuscript (1933); TH, SSJE, Autograph 
Two Equal Voices, a cappella. 
50. Missa Sancti Joannis Evangelistae. 
Carl Fischer No.CM-444 (1935); TH, KS, Print 
TTBB, a cappella. 
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51. A Morning Hymn. <Awake, my soul) 
C. C. Birchard No.2096 (1955); TH, KS, Print 
SATB, Organ or Piano. 
52. My House Shall Be Called of All Nations. (Dedication) 
Carl Fischer No.CM-443 (1934); TH, KS, Print 
SATB, a cappella, from Eight Motets. 
53. The Ninety-Eighth Psalm. 
H. W. Gray No.2499 (1958); TH, KS, Print 
SATB, Organ. 
54. Nowell. (Christmas) 
B. F. Music No.682 (1948); TH, KS, Print 
SATB, Organ. 
55. Nunc Dimittis, Tone III 
Manuscript <no date); TH <lost) 
SATB, a cappella. 
56. O be Joyful in the Lord. 
Carl Fischer No. CM-6708 (1954); TH, KS, Print 
SATB, A Cappella. 
57. O for a closer Walk With God. 
Abingdon Press No. APM-237 (1962); TH, KS, Print 
SATB, Organ or Piano. 
58. O Give Thanks Unto The Lord. 
Carl Fischer No.CM-7407 (1964); TH, KS, Print 
SATB, Organ or Piano. 
59. O God, our Help in Ages Past. 
Harold Flammer No.84925 (1967); TH, KS, Print 
SATB, Organ or Piano. 
60. O Hearken Thou. 
Carl Fischer No.CM-7168 (1961): TH, KS, Print 
SATB, a cappella. 
61. O Love, How Deep. 
H. W. Gray No.2226/Belwin (1952): TH, KS, Print 
SATB, Organ or Piano. 
62. O People of Syon. 
Concordia Publishing No.98-1084 (1955); TH, KS, Print 
SATB, Organ or a cappella. 
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63. O Quam Suavis 
Manuscript (1936); TH, ES, Autograph 
SATB, a cappella. 
64. O Sacrum Convivium. 
Manuscript (1936); TH, KS, Autograph 
SATB, a cappella. 
65. Panis Angelicus. 
Mc Laughlin & Reilly No.947 (1937); TH, KS, Print 
SATB, a cappella. 
66. Praised Be The Lord. 
C. C. Birchard No.2057 (1952); TH, KS, Print 
SATB, Organ or a cappella. 
67. Rejoice in the Lord, O Ye Righteous. 
Harold Flammer No.84863 (1966): TH, KS, Print 
SATB, Organ or piano. 
68. Rejoice We All, And Praise The Lord. 
H. W. Gray No.2382/Belwin (1959): TH, KS, Print 
SATB w/Soprano solo, Organ (two trumpets, two trombones 
ad lib.) 
69. Rejoice Ye with Jerusalem. (Lent) 
Concordia Publishing No.98-1101 (1955): TH, KS, Print 
SATB, a cappella. 
70. Ride On, Ride On In Majesty. (Palm Sunday) 
Carl Fischer No.CM-6468 (1949); TH, KS, Print 
SATB, Organ or Piano. 
71. Say To Them That Are Of A Fearful Heart. 
Carl Fischer No.CM-436 (1934): TH, KS, Print 
SATB, a cappella, from Eight Motets. 
72. Sing, 0 Sing, This Blessed Morn. 
Harold Flammer No.84959 (1969): KS, Print 
SATB, Organ. 
73. Sing Unto The Lord. 
H. W. Gray No.2343/Belwin (1954): TH, KS, Print 
SATB w/Baritone Solo ad lib, Organ. 
74. Sing we Merrily Unto God. 
H. W. Gray No.2590/Belwin (1959): TH, KS, Print and 
Autograph 
SATBB, a cappella. 
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75. Sing Ye To The Lord. (Ascension) 
Carl Fischer No.CM-440 (1934): TH, KS, Print 
SATB, a cappella, from Eight Motets. 
76. Songs of Praise the Angels Sang. 
J. Fischer (1963); TH, KS, Print 
SATB, Organ or Piano. 
77. The Souls Of The Righteous. CAll Saints or Memorial) 
H. W. Gray No.2866/Belwin (1964); TH, KS, Print 
SATB w/Soprano Solo, Organ. 
78. The Spirit Of The Lord. 
Abingdon Press No.APM-207 (1962): TH, KS, Print 
TTBB, a cappella. 
Arrangement by Max Miller for B. U. Seminary Singers Cno 
date); MM, Holograph 
79. The Strain Upraise of joy and Praise. 
B. F. Wood Music No.775/Belwin (1960); TH, KS, Print 
SATB, and Treble Choir, Organ. 
80. Te Deum. (First published work) 
Parish Choir Series (1906)? (lost) 
SATB, Organ or Piano. 
81. Thanksgiving. (Thanksgiving or General) 
C. F. Peters, No. P6890 (1965); TH, KS, Print, CB, TH 
SATB, Organ or Piano (Brass parts ad lib). 
82. Thine, O Lord is the Greatness. 
B. F. Wood Music No.803/Belwin (1962): TH, KS, Print 
SATB, Organ or Piano. 
83. This is the Day. 
Abingdon Press No.APM-208 (1962); TH, KS, Print 
SATB, Organ or Piano. 
84. To Calvary - Cantata. 
Belwin No.GB-00559 (1960); TH, KS, Print 
SATB w/Youth Choir ad lib, Organ. 
85. To The Name That Brings Salvation. 
H. W. Gray No.2408/Belwin (1956); TH, KS, Print 
SATB, Organ. 
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86. To The Prince Of Peace. (Christmas) 
C. F. Peters No.P6987 (1966); TH, KS, Print 
SATB, Organ or Piano (brass quartet ad lib). 
87. Unto Us A Child Is Born. (Christmas) 
H. W. Gray No.2715 (1961); TH, KS, Print 
SATB w/Youth Choir ad lib, Organ. 
88. Victory Te Deum. CTe Deum Laudamus) 
Belwin No.64198 (1944); TH, KS, Print 
SATB, Organ. 
89. We Have Seen His Star. (Epiphany) 
Carl Fischer No.CM-438 (1934); TH, KS, Print 
SATB, a cappella, from Eight Motets. 
90. While Shepherds Watched. <Christmas) 
B. F. Wood Music No.634/Belwin (1943); TH, KS, Print 
SATB, Organ or Piano. 
Arrangements Of Choral Works 
1. Alma Redemptoris (Motet). Suriano 
Manuscript Cno Date); TH <lost) 
SATB, a cappella. 
2. Mass No.VI. Lotti 
Manuscript (1934); TH (lost) 
SATB, a cappella. 
3. Mass by Morales. 
Manuscript (1935); TH (lost) 
SATB, a cappella. 
4. Missa Christe Dei Soboles. de Lassus. 
Manuscript <1939); TH (lost) 
SATB, a cappella. 
5. Now let heaven and earth adore Thee. Nicolia/Bach 
B.F.Wood Music No.635 (1964); TH, KS, Print 
Two part chorus, Organ or Piano. 
6. Thou must leave Thy dwelling. Berlioz 




1. Psalm 111. Tone v. 3rd Ending 
I gill give thanks. Cno date); KS, Autograph 
2. Psalm 121. Tonus Peregrinus. 
I will lift up mine eyes. Cno date); KS, Autograph 
3. Psalm 150. Tone VIII. 2nd Ending. 
O praise God in his Sanctuary. Cno date); KS, Autograph 
Organ Music 
1. Adore te devote. 
B. F. Wood/Belwin, and Mills Music (1943); KS, Print 
From Two Communions For Organ. 
2. Advent and Christmas. (Two Short Pieces For Organ) 
Carl Fischer No.P3058 (1962); KS, Print 
3. Alleluia, Pascha Nostra. (Easter) 
B. F. Wood No.7349-7/Belwin (1938); KS, Print 
From Four Improvisations On Gregorian Themes. 
4. Aspiration. 
Belwin Mills No.869 (1959); KS, Print 
5. Ave Verum 
B.F.Wood No.7573-3/Belwin (1943); KS, Print 
From Two Communions For Organ. 
6. Benedicta Tu. 
H.W.Gray No.794/Belwin (1953); KS, Print 
7. Cibavit Eos. (Corpus Christi) 
B.F.Wood No.7351-6/Belin (1938); KS, Print 
From Four Improvisations On Gregorian Themes. 
8. Credo in Unum Deum. 
B.F.Wood/Belwin (1940); KS, Print 
From Three Short Organ Pieces On Familiar Gregorian 
Melodies 
9. Elegy. Cin Paridisium) 
Belwin No.GSTC-00837 (1949); KS, Print 
10. Fantasy for Organ. con a Mediaeval Hymn Melody) 
Manuscript (1958); FM, Autograph 
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11. Festive Flutes. CVocem Jocunditatis) 
Belwin No.GSTC-00847 (1958): RG, Autograph, KS, Print 
12. Gaudeamus. <All Saints) 
B. F. Wood No.7350-5/Belwin (1938): KS, Print 
From Four Improvisations On Gregorian Themes. 
13. Hosanna. 
B.F.Wood/Belwin (1958): KS, Print 
14. Improvisation On The Eighth Psalm Tone. 
Belwin No.GSTC-00867 (1959): KS, Print 
15. Improvisation On The Gregorian Sequence "Laetabundus". 
Harold Flammer No.3875 (1961) :KS, Print 
16. Improvisation on "Oriel". 
Carl Fischer No.P3077 (1963): KS, Print 
17. Improvisation-Toccata On The "Tonus Peregrinus". 
Shawnee Press No.HH5015 (1962): KS, Print 
18. Organ Voluntary on Gregorian Themes. <Easter) 
Gregorian Institute Of America No.G950 <1962): KS, Print 
19. Pastorale. 
H. W. Gray No.881/Belwin (1962): KS, Print 
20. Pentecost. <Themes: Veni Creator, Veni Sancti Spiritus, 
and Spiritus Domine) 
B. F. Wood No.7680-7/ Belwin (1949): BU, Print 
21. Prelude. 
B. F. Wood No.7511-4/Belwin (1942): BU, Print 
22. Prelude on Full of Glory, Full of Wonders CR. R. Terry) 
Mc Laughlin and Reilly Co. (1963): KS, Print 
In the Anthology Gloria Deo No.4 
23. Puer Natus Est. (Christmas) 
B. F. Wood/Belwin (1938): KS, Print 
From Four Improvisations On Gregorian Themes. 
24. Requiem. 
H. W. Gray No.GB-00622 (1949): SA, Autograph, KS, Print 
In the Modern Anthology Vol.2. 
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26. Rhapsody On Gregorian Motifs. (Themes: Alleluia, and 
Salve Regina) 
H. W. Gray No.840/ Belwin (1957); KS, Print 
27. Scherzo. 
B. F. Wood No.7512-5/Belwin (1942); KS, Print 
28. Sortie. 
Carl Fischer No.P3116 (1967); KS, Print 
29. Suite in E major. 
H. W. Gray/Belwin (1955); GF, Copy 
30. Three Short Pieces. CMaestoso-Moderato-Allegro) 
Shawnee Press No.HH-5007 (1962); KS, Print 
31. Three Short Postludes. CMaestoso-Allegro-Andante 
Marziale) 
Carl Fischer No.P3105 (1966); KS, Print 
32. Toccata. <Salve Regina) 
H. W. Gray No.790/Belwin (1953); KS, Print 
33. Vexilla Regis. <Good Friday) 
B. F. Wood No.7467-3/Belwin (1940); BU, Print 
34. Voluntary On "Crimond". 
H. W. Gray No.SSC-936/Belwin (1967); KS, Print 
35. Wedding Day. CO Perfect Love) 
H. w. Gray No.880/Belwin (1961); KS, Print 
36. Wedding Processional. 
Abingdon Press No.APM-304/Belwin (1963); KS, Print 
Songs for Soprano and Piano 
1. Absence. CMy cup is empty tonight) 
Amy Lowell, author. 
Published by Everett Titcomb. (1925); SA, Print 
2. Amalfi. ewe will come down to you) 
Richard Aldington, author. 
Manuscript <no date); SA, Autograph 
3. A Birthday. <My heart is like a singing bird) 
Christina Rossetti, author. 
C. W. Thompson (1915); SA, Print 
236 
4. The Changeling. CYou sometimes watch and wonder) 
Barbara Hollis, author. Key of G. 
c. w. Homeyer No.276-3 (1924); SA, Print 
Barbara Hallis CsicJ, author. Key of Bb. 
C. W. Homeyer No.277-3 (1924); SA, Print 
5. A Dirge. (Rough wind that meanest loud) 
Shelley, author. 
Manuscript. (1919); SA, Autograph 
6. Caroline. CUp on the beach where the waves cannot reach) 
Gidoen Condit, author. 
Manuscript. (circa 1917); CB. 
7. In April. CI saw you coming down the hill) 
Barbara Hollis, author. 
C. W. Homeyer (1924); CB, LC, Print 
8. Inspiration. CA harmony sublime) 
Francis Smith, author. 
C. W. Thompson (1915); CB, LC, Print 
9. Little Lady of my Heart. 
Ernest Dowson, author. 
Manuscript Cno date); SA, Autograph 
10. Mabel. (Talk about your sunny weather) 
Gidoen Condit, author. 
Manuscript (circa 1917); CB. 
11. Maytime Lament. CI stood to gaze and watch) 
Nanna Bryant, author. 
C. W. Thompson. C 1915) ; BPL, Print 
12. Memory Land. (The Drip from a cool fleet paddle) 
Barbara Hollis, author. 
Published by Everett Titcomb. (1925); SA, Print 
13. My Only Wish. (Two rosy lips that I may kiss) 
Nanna Matthews Bryant, author. Key of E flat major 
(Low) • 
C. W. Thompson. (1915); SA, LC, BPL, Print 
Nanna Matthews Bryant, author. Key of G flat major 
(High) • 
C. W. Thompson. (1915); LC, BPL, Print 
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14. Perhaps. CI whisper your name to myself) 
Barbara Hollis, author. 
Published by Everett Titcomb. (1925); RB, Print 
15. Petals. <Life is a stream) 
Amy Lowell, author. 
Manuscript (no date); SA, Autograph 
16. Sea Moods. 
Nanna Bryant Matthews, author. 
C. w. Thompson (1916); SA, Print 
1. Sea Child. Nanna Matthews Bryant, author. 
2. When I Stood Upon the Sands. 
17. Ship o' Dreams. CMy Ship o' Dreams, phantom Like) 
Barbara Hollis, author. 
Manuscript <no date); SA, Autograph 
18. So Long Bill. (For Amesbury's Stunt Night) 
Everett Titcomb, author. 
Manuscript. (1918) CB. 
19. The Tempters. CA little breeze whispered,"Come on, Come 
on!") 
Barbara Hollis, author. 
Manuscript Cno date); SA, Autograph 
20. Under the Greenwood Tree. (Class Song, Amesbury High 
School) 
8verett Titcomb, author. 
Manuscript. C 1902); CB. 
Editions 
Japanese Lanterns. Music by Herold von Holzhausen. 
Manuscript. (1934); SA, Autograph 
1. The Moon Ship. Hitomaro, author. 
2. Moon Gazers. Basho, author. 
3. A Wish. Basho, author. 
4. Tree Shadows. Basho, author. 
5. Moon Reflections. Tukayabu, author. 
Piano 
1. Satyr's Fountain. 
G. W. Schirmer (1928); CB, LC, Print 
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2. Valse Humoresque. 
C. W. Thompson (1915); BPL, CB, RB, Print 
Piano Four Hand Arrangements 
1. Seguidilla CCastilian Dance) by J.Albeniz 
Manuscript Cno date); RB, Autograph 
2. By The Beautiful Danube by Johann Strauss 
Manuscript Cno date); RB, Print 
Flute and Piano 
1. Hedding Suite. 
Cundy-Bettoney (1960); KS, Print 
Violin and Piano 
1. Violin Sonata. 
Manuscript. Cno date); FD, FM, and TH (lost). 
2. Easter Romance 
Manuscript. Cnodate); AON, (lost) 
Sacred Solo 
1. I Will Lift Up Mine Eyes (Psalm 121) 
Manuscript Cno Date); SC, Autograph. 
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APPENDIX II: WRITINGS OF EVERETT TITCOMB 
1. Anglican Ways. 
H.W.Gray, New York. (1954) 
2. A Choirmaster's Notebook. 
Schola Cantorum Publications, Boston (1950) 
3. "Choirs And Church Music Through The Ages" 
The Church Militant, VXIII/2, Feb. 1960, pp. 2 and 7. 
4. "Church Music--Good and Bad" 
The Cathedral Monthly, I/5, Nov. 1938, pp. 8-10. 
5. "Forty Years at St. John's" 
Cowley XXIII/91, Autumn, 1950, pp. 71-77. 
6. "The Place Of Choirs And Choral Music In Worship" 
The Chorister, VII/3, May 1941, pp. 3-4. 
7. Recollections. 
Unpublished Manuscript. (1951) 
8. "State Of Music And Choir" 
Cowley, IX/34, 1910. 
9. "Twenty-Five Years At Saint John's" 
Cowley, IX/34, Summer, 1936, pp. 61-71. 
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LECTURE-RECITAL 
The Legacy of Everett Titcomb 
I. Biographical Sketch 
A. Titcomb's Ancestry 
1. Ancestors traced from England 
2. Mortgages on Newburyport organs 
3. Musical sisters, Ruth and Mabel 
B. Early Influence 
1. Local organs 
2. Musical training in the home 
3. Choir-boy at St. James, Amesbury 
4. Church positions held 
5. Early compositions and commissions 
II. Titcomb as a professional musician 
A. Church work 
1. Church of the Messiah, Auburndale 
2. Meeting with Horatio Parker 
3. Early published works 
B. Society of Saint John the Evangelist 
1. Titcomb's early setbacks 
2. Disillusionment with church-work 
3. Grace Leslie and Titcomb's secular songs 
4. Gregorian chant is introduced at St. John's 
5. Titcomb's choir 
III. Scholarly Work 
A. Research and trips abroad 
1. Titcomb learns about chant 
2. Research at the Boston Public Library 
3. Trips to England and Solesmes Abbey 
B. Composer 
1. Religious compositions 
2. Camp Hedding works 
3. Organ improvisations 
C. Titcomb the teacher 
1. Boston University 
2. New England Conservatory 
3. Schola Cantorum 
4. Private students 
IV. Works to be performed 
A. Vocal 
1. My Only Wish 
2. Psalm 123 
B. Organ 
1. Voluntary on "Crimond" 
2. Toccata "Salve Regina" 
C. Flute and Organ 
1. Hedding Suite, Andante Cantabile 
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